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Forevord 


As in other branches of culture, Karnatak has 
created for itself a unique position in the field cf art 
and architecture. This fact is borne out by eloquwent 
evidences that have stood the test of time, ~- evidances 
like the Karnatak Music and the sermons carved in the tenple 
- gtones, distributed all over the Kannada country. 

The aesthetic culture of historical Karnatak comprases 

all the fine-arts from architecture and sculpture © lite~ 
ratupe and music. The range is wide and goes bach inte & 
hoary past, for,one of the many strange things revealed 

py the uncarthed sites of Mohenjodaro and Harappa 3s 

the intimate relation in the domain of art between the 
central South + the main land of Karnatak - and 'Tlee Land 
of the Dead’. 


Many an art of the Kannada land seems to possess 
a considerable degree of originality and variety with a 
pronounced cagacity to influence other régions and peopissa 
towards its own mode; and the theatrical art of Kamatak 
is not an exception to this glorious heritage. As*ailable 
evidences - literary and epigraphical - would doubles 
indicate that the theatrical art of Karnatak 1s quate 
ancient, for,one can assess its development for at least 
a thousand years from now. Like the music anc Vee ani tecture 
of the land, its theatrical art seems to have had = celeur- 


ful past imprinting its influence on the neighbourding 
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regions of different languages. Tt must also be said 
to the credit of the theatre that it hag received with 
open arms the salient theatrical features and patrerns 


from other regions for its own enrichment and progress. 


The story of the theatre of Karnatak sho2zld be 
enchanting; but unfortunately, not much written mateirial 
is available because, either mich was not written on the 
subject, or most of that which was written in the past is 
lost. It is different with regard to Karnatak Music, 
for, independent works on it came to be written fron the 
early 13th century by eminent ‘exponent - sritics' st rt- 
ing from Sarangadeva, Kallinatha and Seas 
Architecture has preserved its own story because of the 
capacity of the stone structures to defy the onslaught of ZH 
time o The history of the theatrical art, however, hes 
remained obscure for want of reliable and connected mate- 
rial, but even the available evidences - scanty as choy 
axa ~ indicate almost in unequivocal terms the antisuity, 


originality and the glory of the Karnatak theatre. 


Strictly speaking, the professional theatre of 
any region in India is just about a hundred years o_i and 
considerable research and writing on the regimal theatre 
has been done particularly in Bengal and Maharastra but 


the Kannada country does not seem to have made an etfort 


1. Even today, in the Tamil-nad and Andhra,the centre of 
Karnatak music, the basic lessons which include Seeta- 
vali in Kannada are the ones sct by Purandaradas-. 


Lit 


to present either in Kannade or in English a recorded 
history of even its profesgional theatre, Theze xre 
however, quite a few articles, mostly in Kannada, published 
in differcnt magazines from time to time in the last thirty 
years. They do provide some Links and enable one to build 
up the story of the growth of the Kannada stage in the 
recent hundred years. The matter is different in Seng .1 
and Maharastra, as in cach of these regions there ure 
scores of published works - mostly in the regional ‘anguageas 
dealing with the different aspects of their theatres. 

The theatre of Bengal in particular, did attract al. round 
attention because Calcutta was the seat of the ruling 
powers on the one hand, and on the other, books on che 
Bengali theatre were written in Snglish by writers “ike Dr. 
Guha Thakurta, Prof. Sukumara. Dutt and Sri S.P. Bose. 


The absence of any publication of authoritative 
and comnected history ef the theatre of Karnatak hae ren- 
dered/it considerable injustice because in the booke written 
in English aiming to introduce the different regloncl 
theatres of India, the Kannada stage is eitaer left out of 
mention, or if mentioned at all, it is misrepresented. 

Mulk Raj Anand, who tried to intrepret the Indian theatre 

to the Western seaieee: does not mention anything regard~ 

ing the theatre of Kernatek when he covers - though in brief - 
the Telugu, Marathi, Benguli, Hindusthani, Parsi and 

the Gujarathi theatres. HN. Dasgupta, who collected and 


i. Mulk Raj Amand : The Indian Theatre ~ London. 
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presented, valuable material on the Indian stage denis at 
length vite Bongalt theatre and drama in five volumes! 

but yet discusses in brief the different theatres cv’ South 
India. He nas but one remark to make regarding the Karna- 
tak theatre and that, obviously an erroneous one for, cli 
that he observes is that "The Kerala Stage of Mysors is 
now making progress through the patronage of the ruling 
people”, RK. Yajnik did some justice to the Zariatak 
theatre when he recorded that the "Karnatak plays" vere 
entirely instrumental in inspiring into existence tie pro- 
fessional theatre of Moharastra” which in turn inflienced 
the Parsi seer But it looks as though he tam ignored 
the richness of the folk theatre of South Camara ani 

the colourful professional theatre of North uarnates when 
he observed that "the Canarese theatrd is only 4 wruecer’ 
Hurther, on no justifiable consideration could the Cannada 
stage be mage part and parcel of the "Madras Theatr?" ag 


is noticed by Yajnik’,. The theatre cf Karnatak - as will 


be discussed later - seems to be convincingly one of the oldest 
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1. Hemendra Nath Dasgupta : The Indian Stage - 1944 

2. HN. Dasgupta : The Indian Stage IV - p. 246. 

3. Rk. Yajnik : The Indian Theatre - 1933. p.61 aid p.92. 
4. Ibid. p. 95. 

5. Ibid. p. 99. 

6. Ibid. p. 98. 
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in South India having an independent and original ‘\evelop- 
ment, Even the professional theatre of Karnatak scems 

to be older than those of the Telugu and Tamil reg_ons. 
Infact the avallable evidences indicate that the l..tter 
were’ inspired into existence by the theatre of es ca 
Yajnik himself observes that the professional Marathi 
stage ig the outcome of the influence of Kannada 
Voranarana and so, it locks strange, = his remark chat 


3 
the Kanarese theatre is the youngest in South Indi: . 


Reasons for the lack of a correct perspertive 
and knowledge regarding the Kannada stage are maniZold 
but the most prominent among them deserve some considera 
tion. Absence of 2 territorial unity of the entire 
Kannada speaking land as to sufficiently impress om other 
regions of its entity is one in question. For reasons 
historical, the Kannada land is split under differ nt 
administrations and each part has naturally imbibel 
the cultural and artistic patterns of the region i: waich 
it is housed, and congequently, it locks ag though each 
part has ceased to keep pace with the others. The resultant 
lacking of the feeling of oneness has perhaps inca; acitated 


the land from consolidating, preserving and prospering its 


1. tT. Raghavechari. "The South Indien Stage : Mysore 
University Megazine. 1930. p.il 


2. RoE. Yajnik : Op. cit. p. 92. 


3. Ibid. p. 101 = The context suggests that the comparison 
is in connection with the professional theatres of differ- 
ent regions. While the professional theatre o. arnatak 
was influenced by the Marathi and Parsi perform neces, 1% 
is decidedly older than the Tamil and Telugu theatres 
of South India. 
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artistic treasures including the theatre. Thus, it is 
difficult for an outsider to behold the theatre o.” 

the entire Kannada land as a whole. A second recson 
seems to be the obvious lack of initiative and effort 
among the Kannada speaking people to make themselies felt 
by others in different walks of life, for, regarding 

the theatre itself it may be said that when the nceighbour- 
ing regions were far in advance in writing their theatri- 
cal history, the Xannada land which inspired some of them 
into existence did not record its history, nor did it sce 
to the translation of ite plays into English or oizex 
Indian languages. Other reasons like the differsiees in 
the spoken dialect in different parts of Karnatak, or 

the absence of a central institution to foster the theutri- 
cal art and record its history ~- are only tho ovteome of 
one or the other of the above mentioned fundamente! causes. 
It is due to these handicaps, the theatre, though ancient 
and glorious,did not draw the attention of the cri-<ics 

and vesearch workers and it is perhaps due to these oszin, 


that the story of the theatre has in 16 many a missing link. 


Though meagre when compared with the literary 
output of other regions - particularly Bengal and Caharastre, 
in building up their respective theatrical history, there 
are evidences and reflections available regarding he thea-=- 
tre of Karnatak. Ancient Kannada classics and a Yew 
inscriptions throw incidental light on the theatre, its 


plays, writers and performers. Extant remants 27 
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of the Folk Theatre reflect on the glory of its pasi. 
Researches conducted by Sri Govinda Pai, Sri 2.T. Siacma, 
Sri Muliya, Timmappayye, Sri Bendre and others give i 
glimpse of its antiquity. Proceedings and speeches of 
the different Drama Conferences conducted from time to 
time under the auspices of the Kannada Sahitya Parishat, 
The Amateur Dramatic Association of Bangalore, The Iola- 
darashi Amateurs of Bellary and The Gubbi Company tarow 
some light on the professional phase of the Karnatcx 
theatre, The short narrative versef entitled 'Nataka! 
(1919) composed by Shantakavi and the speech delivered 
by T. Raghavachari on 'The South Indian Stage! under 

the auspices of the Mysore University (1930) provide an 
insight into the conditions that prevailed to promt 

the professional theatre. Monthly magazines like 
'"Rangabhoomit, ‘Kala’ and the quarierly,'Theatre' tiat 
dedicated themselves to the cause of the theatre provide 
tangible details with regard to the prefessional theatre. 
Space devoted to the theatre and its various aspects by 
the prominent journals like 'Jayakarnataka'» 'Prabiidha 
Karnataka’, 'Prema', 'Sharana Sahitya’, 'Parishat Eatrike', 
‘Jayenti? and others contribute valuable material v.1ich 
fills up some of the many gaps left blank in the hrstory 
of the professional and amateur theatre of Karnatek. 
Valuable facts and reflections regerding the variocis 
aspects of the theatre are provided by many a modem 


Kannada writer of fame in stray articles and books. 
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Availing of the above-mentioned mterial and 
consulting the reminiscences of some of ine yeteran ssage 
artists of Karnatak,* an attempt is made here at prov:ding 
2 narrative survey of the theatre of Karnatak with reflect- 
ions on its antiquity, different aspests and st2ges of deve- 
lopment, The attempt is to treat the theme essentially from 
the point of view of the theatre rather than of the dramatic 
Literature. The attempt is towards a connected story of 
the theatre to impress its stature and indicate its rightful 


place among the South Indian theatres. 


I may make a humble mention here that my acqumintance 
with the professional stage of Mysore, owing to my working as 
@ paid actor in the Karnatak Natak Sabha of Sri G.V. xamaswami 
Iyengar for about two years (1936-37) and Later, my close 
connection with the Students' Dramatic Association ami the Uni- 
versity Amateurs of Mysore stood im me in good stead. Some of 
the professional actors of Karnatak whom I intervilewel recently, 
and with whom I corresponded, readily responded to mc and 
the information they gave proved to te valuable for thia work. 
I thank them and also express my indebtedness to the Late 
Sri C. Anandarao, the late Sri Garud Sadashivarao anc to 
Sarvasri AN. Krishna Reo, T.S. Shams Rao, Betgeri Ky isnna- 
shenma and Pandit C.Y. Kavali for having kept at my < issopal 


valuable material, published and unpublished. 


1. Of these, it is a matter of profound regret thrt uhri 
Garud Sadashivarao passed away reeently on tna 27. 
August 1954, 
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THE KARNATAS THRATRS 


PROLOGUE : Some asnects of Drama and Theatre. 


Before examining details that concern the tiectre 
Comnerkad 
of Karnatak, different, aspects eemeck==4 with drama in 
general could be bricfly considered here in order to asti- 


mate its lofty place in literature and social life. 


A colisetive Art : In general, drama which is the sonal of 
the thcatre is an art that developed through the times with 
the aid of other fine arts and therefore, it is ¢cellcaia 
collective art. It has also earned the reputation of being 
an snnobling art. In order to achieve its noble objzclive, 
it calls for the co-operation of Literature, Music, Fainting, 
Sculpture and' the Art of Acting that includes effective arti-~ 
culation and aopropriate sesticulation. These different 
fine arts while trying to maintain their own individiesl cau- 
plexion and inspiring values, co-operate with each otsrer in 
order to bring out a new creation, the droma, which could 
produce a happy and homogeneous total impression. Esch of 
these arts, in its individuel capacity usually aopeals to one 
of the senses elone, while in the collective form, all icgetner, 
will produce the cumulative effect of 2a harmony that is ab 
once rare and rejuvenating. Drama, therefore, has come to 


occupy a distinguished position of rare significance. 


i 


A Kavya : Ancient Indian literary’ critics paid a des2rving 


compliment to' drama wnen they said that it 1s the lLovzliest 


2 


of Literary experiences? 


that imparted light and delight. 
Kalidasa gave drama the status of a 'Yajna' covetcd sven by 
the gods”. Drama attempts to entertain every individual 
however different his taste my be and aims to educate him 
indirectly through such entertainment, Drama is saad to 
possess the essential quelities of a ‘Kavya' as it iizvekes 
different sentiments with intensity. Drama seems t> enjoy 
some advantages even over poetry which 1s recognised ag 'kavya! 
in its purity. While poetry gives aut @ personal aid imagine- 
tive picture, drama presents an objective and realistic picture 
of life. Poetical expression would be symbolic and therefore 
abstract; but drama aims to remain concrete, real ani subsatan- 
tial, Drama makes up the limitation of the dry writsen word 
and animates it with a powerful medium , teseuga ‘the art of 
acting', Unlike poetry which is meant mostly for irzdividual 
enjoyment, drama, provides both for the Individual andi collective 
enjoyment. As 2 visual performance (Drishya Kavya) drama will 
perhaps be more appealing to the majority of the peoole thin 
poetry, a iShbadyde Raga". 
Drama aims at initiating a hew experience, a reul 

to every taste 
experience and 3 full experience/and therefore, it brings about 
@ blending in itself of various different arts judiciousiy 


proportioned. Drama can, in a couple of hours reveal the best 


1, ARH aes Fo SS3,0 ($) 
Be titan Maso eT kah reed SSSI. Roxryvo Haha Wako Seo 
Wet ge 
GEMS Son Hy RUFF Ror 3 Fo Qm wu 
SrAVSRY WG Ty 
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of any fine ert that has developed for hundredsof ycarsi, 
Normally, no fine art should suffer at the hands of drime for, 
it calls for co-operation andi not subordination. Thus, witha 
the co-operation of literature and fine arts, drama becomes 

an enchanting and impressive ‘kavya." 3 a kavya which, in the 
words of Kalidasa would successfully cater. to the satisfaction 
of variegated tastes by portraying life in all its emetional 
aspects”. 

the Fifth Veda : In india everything noble is usualky traced 
to the divine origin and is considered sacred. ‘Natya Shastra’, 
the earliest available treatise in Sanskrit on the schence and 
arts of Indian dramaturgy, believed to have been written by a 
sage by name Bharata is considered to be the fifth Veda evolved 
from the four others. In the words of Professor Horrwitz, 

. Matyaveda, that is the Veda of the theatre sprang out 
of the divine thought and such was the will o the Lord, 
who made the fifth Veda, taking the quintessergce of the 
drama out of the four Vedas - dance from the fig, song 
from the Sama, mimicry from the Yajur und passion fron 
Atharva"®, Though the vedic status provided to the 

‘Natya Shastra’ put ea veil of obscurity on its histor .city,4 
the suggestion regarding its composition would indisase that 
the original fundamentals of drama were'dance'and'music' which 
later came to be joined by ‘mimicry' and ‘passion’ to make a 


fullfledged performance. It is significant however, that 


Is Sena ad MesF FI CMLL) Hes H, 

2: Byrwowye GS co Horoek Weelo AM vo HILT 
Meso a SMUurawe SAo WUGBop Keto SANK So SaAyIT yous, T. i 
Prof. Horvuditah , The imdtan Theatre' P 22, 


4. we. DF BLFo Sosy, qreon RHA BSNS Wer co 
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considerable importance is still given to dance and asic ia 
some of the folk modes of drama in different parte o7 India. 
In general, it looks as though gradually through the times 

the original components of drama -~ dance and music ~ receded 
into the background making way for the spoken words 2nd the 
ert of gestioulation, This @videnced in the plays 2f Bhasa, 
Kalidasa and the later playwrights, but still, the emphasis 

of the Indian drama has always remained the gama on .ts enter-~ 


taining and elevating values. 


in literature : Drama is assigned 2a distinguished >scesition 
in literature obriously because of its universal appeal and 
objective entertainment. Some of the outstanding critics of 
the day including Professor Nicoll consider. that 1% occupies 
a most elévated position in literature. "The drama is at-once 
the most peculiar, the most elusive and the most 
‘enthralling of all types of literature. I+ is go 
desply associated with an@ dependent upon she whole 
material world of the theatre with its thromging 
"crowds and its universal appeal; it lies so near ic 
| the deeper conaclousness of the nation in waich it 
- takes its Pises Soseeee 1b (5 go social in _ts ains 
and in its appreciation; it ea. a6 prone to cescend 
to the uttermost depths of buffoonary and of free, 
and yet ascends so easily and so gloriously to the 
most magnificent heights of poetic inspirat_on, that 
it stands undoubtedly as the most interestiag of all 


the Literary products of human intelligeace'!, 


3 


1. A Nicoll : The Pheory of Brama : p. 9. 
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A country Like Groece or England could be purticular 

ly proud of her dvama, it is said that'the greotost slory 

of England ilo her literature ani the grectest Zlory of scr 
Llitevature is her dramal.', Considering the lofty quality and 

_ merited variety, drama occupies a similar position $2 andinn 
literature also. Ancient indian plays, particularly tuose 

of Bhasea, Kalidasa and Shudraka ere read and steged over sai 
agein. in this regard, they/real pleces of Literatur. fr 


"the plays that we can never tire of seaing is litersturse 


5ramea which is but an aspect of the theatro ‘ag to 
Pulfil stringent comlitions to become veal literuturc, The 
playwright cannot afferd to choose any subject ani geliterate 
on it la any manner = as porhaps a port or a noveligt gould uc, 
He is bound dom by a prescribed olun frem the earl, t..%s5 ~ 
as evidence’a by 'Natyaskastra', It ig not disferert in th. 
wost, “or, Aristotle leid down tne clemeants that vers uo mekc 
up the draua ag "the vable, the character, the diction, tie 
thought, the decoration and the music®. the gelectioi. of tu. 
theme (fable) and its presentation must be such ag to provide 
a feast to people of different tastes and belouging to ui ferent 
stratas of gocicty, It is only then that drama will iw 2 
universal appeal and will be literature in the rel senso of 


the word: 


Drama on interpreter : Drama is an effective and papular 


meiliuuw through which crusades have been carricd againat goolul 


 Heceacaneann ee 


i. &. Srinivasa Rao ~ The Bramatic History o2 vhe World - 2,00. 
2. Montgomery Gelglon ~ Reading for Frofit - p. 149. 
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wrongs and immorality. In the hands of an imaginmacvive and 
purposeful playwright like Ibsen, Chekov, Shaw, Tagere or 
Kailasam, the isos eae Gaasie a dynamic force to set people 
into action against prevailing social evils, wrongs ani arti- 
ficialities. On the Kannada stage itself, plays 1 ke 
'Bahishkara't of Kailasam, ‘Devadasit of Hirannayyc, 'hapata- 
nataka' of Sriranga, ‘Uddhara’ of D.R. Bendre and ‘sarbhagudi' 
of Karanth have pricked the society te pondering cv3r ths 
prevailing unholy social evils. "In all ages" sell Walter 
Scott, "theatrical art has kept pace with the improvement o2 
mankind and the progress of letters and fine arts’. Drama 
aims to interpret the salient objectives of the sc ciety, criti- 
eising its absolete and oppressive customs. It a7 aGes ted 
index of the social status of the people and their artistic 
tastes. Thus to the posterity, the drema interprets the scelal 
position and the artistic tendencies and tastes o> a particular 


time and acts as its history. 


An institution af Education : Drema, is a “mirroz in wnicn 


nature is refiectea"’, and while reflecting on the tastes anid 
tendencies of a particular time « mostly the time cf its 
writing ~, it aims to teach the truths and wisdom «cf life. 
Bharata, quotes the words of Brahma the Lord Greatcr who 
consoled the complaining Danavas seying, "Drama i3 not a piece 
of propeganda ag three worlds shall be dessribed here, 
There is religion for those who aré religio.s minded; 


love for those that sare amorous minded; Imevledge for 


1. Victor Hugo. Quoted by A. Nicoll : Op. cit. mw. 27. 


the ignorant, criticism for the learned, a delight 
for the Gods and a solace for the afflicted... . 
where else could you find reason with recreatiar, 
knowledge with attraction and morality with beavty? ot 
These words are perhaps true of drama all over the world 
for things geen are mightier than things hoard. Though 
with a note of exaggeration, the words of Henry Arthur Jones 
are not far from truth. He observes that "no book, n: other 
art, no more spoken address, no system of education 
can go instantly and vividly burn and brand the memory 
with the realities of Life and leave them Tor ever 
stamped and pictured in the chanmbsr of imagery as can 
an acted play . . « e« « SBSeyond giving a deep axd 
scarching knowledge of the hearts of man and great 
truths of life, the stage hes a higher and pleasanter 
task in teaching the good manners and the delicacies 
and amenities of social inter course."~ dDramr. is 
thus a potent institution that can make some gift to every 
person, "To the thoughtful and the reading man the drama 
brings, the life, the fire,the colour and the ~ivid 
instinets which are beyond the reach of study. ‘Vo 
the common man... . it brings visions of gory 
and adventure of emotion and of broad human interest 
+ « « « to the most torpid and unobservant, it 
exhibits the humours in life and the sparklo and 
Tinesse o2 Language"®, It is all these lofty 


1.'Natya Shastra' I 102-118. Eng. translation from KV Jagird=r. 
Drama in Sanskrit Literature p. 22. 


2. K. Srinivasa Rao. Op. cit. pe 272. 
3. Sir Henry Irving : Quoted by K.Srinivasa Rao. op.acit. peR4. 
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educative and entertaining qualities of drams that 
have earned for it'an exalted position in literature 


end society of every country from ancient days? 


Indien view of the theatre : To the Indian, life im this 


world is but a stepstone to achieving cternal salvation. 

it is natural, thercfore, that his emphasis is om meral and 
pious living. The anciont Indian seems +o heve comecived 

the innate as a medium throuch which the ignerant a@emmon 

man could be adequately introduced to the methods of meral 
living, Thus, the theatre could do by interpret#ing through 
entertaiment the lofty morals and philosophy of our land. 
Theatre was to obas testes knowledge* down to the under- 
standing of the common man releasing it from its teganical 
status of "Shastra," and from the momopoly of the learned. 
Theatrical art came to fulfil an ethical purpese bringing 
through idcal models, all the moral and philosephicak 
teachings of the land and so, the stage came to be eplled 
“the People's University", Like the temple, ‘the stage come 
to be recognised with imparting knowledge and unlike 

the temple, it moved to the doors of the people which accounts 
for its popularity. Theatre throbbed the emotions, senti- 
ments aimcethical aspirations or the people and kept shem 
alive to the ideal living of 2 pious Life in this world in 
order to achieve the real goal. The Indian theatre presented 
in symbols the three inherent qualities - 'Satva' (Ged), 
‘RaJjas! (man) and ‘Tamas! (devil) and by careful and convincing 
pkocesa peevented methods of raising the animal-man te a statup 


é 
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of Godly+man. "| Phe emphasis always remainel on the moral 


methods of Living. 


It is but natural that the society whieh learnt 
morai lessons from the thestre expected that the stage should 
itself be essentially moral, and when some times the artist 
became an unfortunate victim of the conflict between art and 
morality, the society spurned the stege and its artists. At 
one such odd corners perhaps, Kautilya looked down o1 the art 
of singing and dancing as the duties of shudras.! slanu 
disqualified a bard singer and actor from taking part in holy 
geremonies” and for all times, the actor came to be iubbed 15 tr, 
'i1]-moral' ('Kushitava')%, This heavy punishment accorded 
to the actor suggests the Indian views of the stage - as being 
fully moral, slevating and sacred; a view particularly of 


the conservative section of the society. 


Fulfilment of the drama : Whatewer be the type of the play, - 


mythological, historical’ or social, and its form - prose or 
verge, its purpose remains the sams. It is to impart education 
through entertaiment. In order to maintain a good balance 
between the two, the stage has imposed sevoral conditions on 
itself, The three Unities of drama conditioned the creative 


writing of the Greek, The rigidity of the Unities seems to 


1. Kautilyea - Arthe Shastra. Prakarana I. Chap, ¢<. 
Re BRO Koerey hoe Kerk 
MAYES NSF GSKukes seygo Menugmriti. III. = 155. 
3. There is another interpretation to say that the word 
‘Kushilavea' came out of the names Kusha and Lava - 


the singers of the epic Ramayana. 
RV. Jagirdar : Drama in Sanskrit Literature. pp.39-40. 
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have faded through the time but the Unity of impregpian hag 
influenced the stage throughout. "To ao strong ami durable: 
an impression must be since. The Unity of impression 
which is an essential quality of drama depends on its thea- 
tricality, "a dramatic work mist always be regarded from a 
double point of view ; how far it is poeticas and, 
how for it is theatrical".” In order to mak: his 
play fully theatrical, the playwright will have to master 
the technique of the stage, and one will agree with Blizabeth 
Drew when she observes that "just as the medium of _iterature 
is words, the medium of drama is theatre. Te writer 
has to master the technique of the playwrigh. to 
become a drematist and write to suit the stage. It is 
true that the drama can not exist fully witheut 
theatre and the theatre without drama".” Th dfamatist 
has to produce the maximum impression within the minimum time 
at the disposal of his spectators, and so, it is a ¢peciali- 
sed writing, for he has to attend equally and propos tionately 
to the importance of 'the theme, the characters, thc diction, 
the thought, the decoration and the music’. The Indian 
dramatist, it may be said, has achieved all this and more 
like the Greek dramatist, by interpre tfing the religions, 
arts and philosophy of the country, through the thestre. 


lL. Sarcy : Quoted by K. Srinivasa Rao. Op. cit. pe. 41. 


2. Shlegal : Quoted by Prof. A.Nicoil ; The Theory of Drama 
Re 64, 


%. Elizabeth Drew : Discovering Drama. pe 12. 


iL 


‘Treatment s It is in the epics of our land, ths playwright 


finds abundant material of rare lustre, He could trext the 
subjeot at his will and express it perhaps in Sanskrit. one 


of the most dignified and flexible of world’s lansuages, but 


he cannot under any circumstancesignore his spectator. Lt 


is restraint that brings dignity to a play and like ths tea- 
cher, the dramatist will have to be sympathetic to the senti- 
ments of his eagetatos: It is only after establishin; conri- 
dense and communion with the audience, the dramatigt could 
take some liberties with the set notions and thoughts vithout 
meeting much of an offence, This earning of social sympathy 
is possible only when the playwright presents ott, side or 

2 question equally, leaving the liberty of the conclusion to 
the audience themselves. Preaching, thus will have ts be 
subtle, imperceptible and indirect as much as il is co-wineing. 
Drama should achieve its fulfilment by coaxing the auddence 
to.a sublime state of what Sri. Bendre terme, ‘conscious 
unconseiousness'! and leave them free to reflect om or laugh 
at their ewn social evils and problems. An intellisent play- 
wright always leaves the audience to come to their own judge-~ 
ment, bul treats the theme in such a manner that they will 


invariably come to his judgement. 


Production in good taste ¢ The drama should testify to a 
Soontlemaniy entertainment with the maximum of taste and 


minimum of vulgarity", This good taste depends both on 


Le “QM MARKY Kaedosneerh Luerss aeufyt SSm Hawes’ Km ated, mac swuaask 


ayes AR 
2. Herald Downs 3 Theatre Going. p. 22. 
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the literature of the drama and the method of presentation. 
Dignity end good taste in production as giseemet par-icular GC — 
emphasisdin Indian éramaturgy. Basrata lays down = code of 
conduct for the sake of dignified showmanship by ruling out 
of the stage scores of activities including long travel, 
MUTA? y ee, eating, bathing, toileting, sleeping end sueb, 
other, distasteful conducts. Some of them are in tie intcrest 
of practical production of the pley, whica wnen unheadzi, will 
ruin the Unity of Impression. 


t 


Indian drama invariably aimed at the beaut: ful and 
not ugly; at the sublims and not the erotesque. The good 
standard set by the # traditions of Sanskrit drama is a 
compelling influence on the modern theatre of the different 
regions including that of Karnatak, Even the flare for 
modera. realism camnot afford to ignore good taste ard its 
fulfilment is in the mental, moral and social clevation of 


the individual. 


The audience ; "A play without an audience is incorceivable", 
and it is the avdience, the ploywright and the artists have 

on mind in ea performance. The ultimate aim of the dramatist 

is to. be approved ani honoured by the audience. iy the play- 
wright captures thom with his convinaciasz skill and tortrayal, 


he leads them; if on the other nand, their critical faculties 


are superior and tastes better, he will have to follow their 


lead. It is in a way, a duel between the capacitics of 


the playwright and hig audience. 
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If the audience is enlightened, responsible and 
responsive, the theatre oan be brilliant as an art =nd force- 
ful as 2 medium. As a matter of fact, the audience owe an 
obligation to the theatre in the interest of larger and more 
ignorant masses. facy help themselves if cney would be 
responsible for the growth of the theatrical art enw respon~ 
sive to its teaching and frankness. For its own prosperliy 
and brilliance, the theatrical art calls for fairmindedness 
on the part of’ the audience oni sympathy on the part of the 
play-wright,  %+t'calls also for the co-cpergtion be tween 
the audience and the actor, the audience correcting the short- 
comings of the actor and the actor cnlightening the ignorant 
spectator, The eritie comes in when the unenlightened 
audisnee would need a pointer, but more often than rot, 
intuition wins' the vaco against intellect, for, it is the audi- 


enee more than the critic that decides the merit of a play.! 


” 


Patronasze : It is said that the learned, the Lady and 
. the orseper can-not flourish without support. The saying 
sould be truce with regerd to any art and artist, and drama 
can not be an exception. Arts and literature have rlourished 
mostly under patronege of kings, nobles and institutions. 
Drama as the collective art is too costly an endeavcur, but 
what is luxury for the common man is the grace of the wealthy 


ana royal. The theatrical art flourished mostly urider 


i, WV. Darlington, a notelstage critic of England recalis a 
competition of stage plays in England warn the ardience 
voted a play the best, the very one that the critic had 
condemmed threadbare. 

kala ¢ lars rec in Bangalore - YVol.3 Novetec. 1931. 
pe 206. 
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the patronage of royal courts in ancient India. It is not 
improbable that the drama was almost 2 monopoly of tac court 
for “even if ‘natya' were to mean a dramatic performance in 
Kalidasa's opinion, it was @ common entertainment to 
various people and not an entertainment ta common 
people. Sanskrit drama did nct velong to ths common 
peopie*! T4321 ths birth of the professional theatre 
in the 1880c, even in the Kannade country it was the court 
theatve of Vijayanagar and Mygore that nourished the written! 
drama, bos in xmx modern times, the theutyvical art became 
comercial and flourished because of the patronage of the 


common people. 


A note of dissension is often expressed against 

; To¥al patronage fearing thot the art would turn out 6 be a 
hond-mald of the patrons History also evidences efforts 
wade to command the artist to the taste of the patron but 
more often than not, when the commend compe died itself, 

vhe freedom Loving artist rebelled and threw down the shelter 
in order to seve the soul of tis art. ‘The royal pasron 
invariebly understood his artiat ond kept him in goos bunour 


allowing him considerable privileses"=. Bub for ths wunifi- 
cent 


amen — 


1. RV, Jagirdar : Drama in Sanskrit Literature. p. 158. 


2. Quite a number of examples could be sitcd in this regard. 

Some fanciful facts regarding the liberties enjoyed by 
che court poets ard artistg of Vijayanagcer are oited by 
Prof, S.S. Halwad. (Karnatak Sahitya Sauskriti Darshana 
‘pp. 1626165). Regarding the great privileges enjcyed by 
actors and artists of Mysore, Sri. Cu. Venkatarawaiah 

' narrates interesting anecdotes, {Alida Mahaswamiyavari. 
PP. 110-115.). 


15 


patronage extended by kings and emperors, every flne art 
would perhaps have bad a stunted growth and undevelonzed 
characteristics. In fact, the ups and downs in the history 
of arts and literature seem to be considerably due ts 

the royal patronage or the lack of it, and drama is aot an 


exception to this. 


the Theatre : Drama needs a theatre for its production and 


in this singular and narrow meaning, the word'theatre! would 
suggest a building or a structure meant essentially Tor 

the presentation of the drama, in its generic mean_ng ~ 

the meaning desired in this context - it would stand for some- 
thing morc then a mere gtructure, for it suggests an instlwe- 
tion that embodies the various aspects connected wits the uri 
of the presentation of drama. If drama is a collect.ve art, 
the theatre is a collective institution including tie drama 
jiself with the stage, the actor, the spectator and everything 
else connected with its presentation, the 'theatre' of a 
region or a country would consider the type of drane 

the manner of its presentation, the tastes and tendeicies of 
the audience and finally, the very evolution of the stag. in 
that region or country. it would provide pictures 2f its 
different phases like the folk, the professional and the modern 
amateur stages, all perhaps existing together side b+ gide. 
Theatre in this broad sense, would in addition, eloqgrently 
reflect on the trends of a particular time and the ideas of 

a people regarding the theatrical art. Thus, the ssope of 
the theatre in its generic meaning would include the maning 


and philosophy, the purpose and fulfilment of ali ths forms 
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and types of dramatic art. 
As in any other region of our country, she theatre 

of Karnatek presents three different phases in the folk, 
the professional and the amateur stages, which huve succeeded 
each other chronologically, but by no means each on th. grave 
of the other. Each in itself,and all together bulli up 
tho Theatre of Karnatak with a life force and continuity. 
When the three phases present themselves together, tiere is 
the theatre which would both depict and teach the love of 
Liberty in man, his compassion for the suffering, his expre- 
ssion of suppressed emotions, his strong desire for self 
improvement and his suspicion about the age worn traditions ~ 
all in the interest of building a happy future. For all 
these variegated human expressions there is perhaps mo vetter 
medium than the theatre. With its impact of impross_on, 
the theatre has been and can yet remain ‘the Universxty of 
the people and “the temple of the people that pring to those 

that sit within the shelter of their homes, ail 

the thought, all the glory of Universal exper: ence 


and thougnt"*, 


Drama is thus 2 typical collective art tha: is 
capable of catering to different tastes at the game iim, 


It is a dynamic social force in the hands of a purpoe*Tul 
QR 
playwright who can bring about,/revolution in social ideas 


for the advancement of the sociciy. While it enables 


1. Smt. Sarojini Neidu : Opening speech in the first 
All India Drama Conforence convened by the Amateur 
Dramatic Association of Bangalore in i921. 
Published Reports. 
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the individual actor to realise his best through the release 
of his latent art and emotion, it enmobles ami elévates 
the individual spectater. Sor its fulfilment, the theatre 
depends on an Pe eer Pee nor a playwright, talented 
artists, tasteful production; enlightened and respomsive 
audience and lastly, patronage, immaterial be it reyal, 
institutional or social. It is then, the theatre serves 
the gociety by initiating it to "new patterns of inger 
experience in which are purged and centigrated 
the emotions and ideas of the world of realiw!, 
it would then teach the salient truths of life and merals 
and make the society laugh at its own foults and follies. 
It would then introduce the society to new experiences of 
seeing life in different colours and appreciating tke finer 
and delicate human values. It is in this capacity, 
tho theatre is the truce friend, philosopher and guide of 


both the individual and the community. 


1. Julius Bab - Encyclopaedia of Social Sciences. Val. 1314. 
pe 598. 
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CHAPTER. I 
BARWATAK s The Land, the People and the Theatre. 


Lhe Land : The tract of land where Kannada speakixs people 
have been living from pre-historic times is named ‘iarnatek', 
Though some of the Kannada kings and emperors helc sway over 
the major portions of India in the days gone by, ioday, 

_ the political and geographical map of India does ro; bear 
evidence to a consolidated existence of the land cf the people 
who, it is believed once built empires and preserved intact 
for centuries their own territorial poundaries.* Aarnatak 

is considered to signify that part of South India, which in 
spite of territorial divisions under different adwimistrations 


houses the Kannada speaking people. 


The tract of lend between 12 and 19° narvh latitudes 
and between 74° and 78° east approximately, is the ome of 
the Kannada speaking people. The area is about 65,000. ga. 
miles, covering about 500 miles Horth to South and cbout 259 
miles from West to Bast. It has, ag ita linguislis boundaries, 
Maharastra in the north, Andhra in the east and Tanil Uad and 
Kerala in the south while the Arabian sea touches tis border 
in the west. Geographically, Karnatak covers the Jand between 


the rivers Krishna in the north and <averi in the scuta. 


~ 


1. Chalukya Pulakesin II ( early 7th century) wag recognised as 
'The Kine of India' by foreign countries like Persia, 
(History of Persia by Tabari. Quoted by Dr, $,3rikanta 
Shastri : Sources of Karnatak History p. 489 : Rastrakais 
Jagattunga Govinda IV, father of Nripatungs ruled over for 
20 years a great empire that included North Indi... (4uliye 
Timmappayya : Kannada Nadoo Desi Sahityavoo. pe %). 
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Vertically divided, the land presents three regions, ~ 
the coastal region, the middle mountaimoug tract and the easte:. 
table-lond. Each of these divisions seems to have developed 


and preserved its own theatre with distinguishable features. 


The Karmada land obviously had a great past and a 2 
profound culture, for, archaeologists and scholars like John 
Marshall, GR. Hunter and Fr. Herag have identified the repre~ 
sentative cultural, linguistic and art characteristiag of 
the Dravidians of the South, particularly of the Central South, 
with'that of the people of the Indus Valley. The lohenjodaro 
and Harappa excavations have revealed, when compared w1tn 
the archaeological findings at Chandravalli, Maski ami Uireksl, 
a very close affinity between the cultures of the two 'settlea 
peoples', This suggests that the farthest northern OUT ary 
of the Kannads lend was not always limited by the river Godavari 
though it had comc to be so, by the 9th century as suzgested 
by Nripatunga. The Chalukyan and Rastrakuta empires ‘which 
included North India’, further strengthens the vlew tiat 
Godaveri was not always the northern boundary of the sannada 
lend, Even if the boundaries of the Kamada land did not 
extend up to the Indus Valley in pre-historic times, the close 
affinity between the people of Mohenjodaro ani those 2f 
the central south, the main land of Karnatak, could be explained 


by noticing the possibility of hordes of southern peorle moving 


SO eee ed 


1. Fr. Heras traces a very close relation between evem the two 
languages when he observed that “the Proto-Dravidian language 
thet was spoken in Mohenjodaro was nearer to Hole -annad:." 
Indian Review : July 1936. p. i4. 
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up into the north in pre-historic times to settle down in 
the bountiful valleys of the great Indus. Scholare guess 
further, that similarities in the settled cultures ci ur, 
Sumer, Mesopetamia and the Indus Valley, as revealed by 

the archacological findings, would suggest that adventurous 
sections of the people of the Indus Valley moved frea their 
home to the north-west even up to the end of the lard, 

the present Spain, and "even travelled from Spain to far off 


Trelana"!, 


Centuries after sections of the people of tae Central 
South had settled in The Indus Valley, the Aryan invasion «ust 
have taken place, Aryans, a ferocious and nomadic tribe 
proved to be more than a match to these settled people leading 
2a Givilised and comfortable life. The Aryan cnslawcht started 
the people on their downward trek. and with every fresh horde 
of Aryans coming in, the northern boundary of these people's 
settlement must have receded. The trekking must aave continuca 
for centuries until atflast the prassure of the incoming Aryans 
decreased. It was finally stemmed, possibly by the growing 
spirit of Dravidian resistance for the sake of surviral. 
The centuries that followed witnessed a fusion of Aryans with 
tue andégendous people, the conqueror still keeping ais heal 
high, and the vanquished trying to keep appearances oy adopting 
the customs, wodes of life and culture of the conqueror. It 


Was possibyYly after this period of fusion ond setticnent that 


eixx Fr. Heras (manascript) 
quoted oe Sri. A,P. ere : Cultural History of Karnatak 
De 12. 


at 
the viver Go@avari was rockened ag the upper Limit ot 


the tract of the people who spoke Kannada. 


Sri. 3.3, Joshi, exemining the available doqaannts 
and the literary evidences in Eoamadn and Marathi throws some 
more lighé on the story of the moving boundaries Bee 
He suggests that the extengive northern boundaries of 
Karnatuk which had possibly ineluded the Indus Valley sites 
in the beginning of the Christian erg shrunk down to wo river 
Godavari by about the 9th century A.U.3 still further seuth to 
the river Bheema boy about 1300 A.D., still farvuer dom ts 
the viver Tungabhadra during the 15th and 16th contur.es and 
finally, comprised of the area covered by the river Kaveri 

wsel? during the 17th and 18th conturies with considerable 
territorial asivetet ores This long past of the lena hes 
gonething very significant to Jo with tho antiquity eal deve-~ 
lopment of its thestre. 

On the ove of Indian Independence, tho Darmasa speuk~ 

Lng land ves distributed under 22 different aiministy tions”, 
and age of tho small states seemed to lieve had lout tacir very 
Kannada Lincage owing to the constant touch wlth the _anners, 


customs und the Languages of Mabarastra,Anihra ant the Tamil uad 


i. Sri. 3.8, Joshi 3; Eannaiada Hele. 


2. Boriboy Karnatek, be 4 districts iowa. eq North harnatck), 
Youre Saree Mangalore Dist.), Gantomment Sergatak 
‘(Sclmum, Bengelore and Bellary with stationed Uri tigh 
peoene ss Coorg Karnatak, Hyderabad Karnatak, Hyderabsi 

Jagixg (Koppal and Gadwala) Bygore, Kolhapur state Jagizvs 

geven villages sau rete Iichalakaranji andi and Kagale: y surghis 
Aunéh, Miraj " (Bre) Mivej (Sr.}, Kurandewada (Sr.) auvanda- 
wade, wade (3r.), Jaukhendi, Mudhol, Ramadurg, Akkolkot, “Tath, 
Sevenur and Sondur. 
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After the remapping of Lidia in the years that follewed 
Indian Independence, the Mipfada land today is maiuly under 
the administration of Beribayy Mudras, Mysere, Hyderabad and 
Coorg. . The Kannada speaitins part ef the country o* the 


edministration of Bombay dgueh lied North Karnatak, shat under 
the administration of Mod@as is called South Karaatak with 
Mysore remaining as thes egtstyal and independent seat of 

the Kannada speaking peoplé; while the Kammada area under 
Hyderabad is known as Ni¥am Karnatak. Each of these regions 
with perhavs the exceptiow of Nizam Karnatak, seems Se aciieee 
a theatre of its own on almost original grounds inspite of 


the common cultural,ariistic and aesthetie tendencies. 


The peopie : Some of the earliest references to vhe peepbe 

of Karnatak are found in titi 'Sabha Parva’ and‘bhishma Farva' 
of Mahabharata. ! ‘These references are bovh to ihe People and 
the territory they lived in; but as territoriality is a later 
conesptieon in the history of mankind, racial nomenclature was 
the usual manner of reckoning like t'Kura? » ‘Pandu’, 'Khosalas', 
"Kanna! aa pl Nate’. The inhabitant ey re the spoken 
language often derived their names from the people Themselvas 
like 'Englond' and 'English' deneting the land and the language 
of the 'Angtes'. A similar approach would interpret the 

nen Karna tak ag the land which moused the people recognizeed 


by the name'Karnata'. '‘Karnatas'themscives are prowmbly 


Le Speen. Mok OG KKM Sur sar SwSL L- er 
em Sse LISM: Kk, WHT KY 
Bs, Rvs Brae Bay HR. Ss Fay de: 


TAHESLH. SOLKY, SEN, BIN WES TD We, HE. x yr 
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the outcome of the fusion of two races by names ‘Sennas! 

and 'Natas'. The former race is also known as ‘Sernas' 

and 'Kallas'. This conclusion of the formation oi a new 
people called ‘Karnatags'! out of the amalgametion of ‘'Karnas! 
and 'Natas' is arrived at by Sri. Kajawade who bases his 
argument on the evidence of Manu, who,while descriting 

the 'Vratya Kshatriyas' of his time mentioned 8 th two 
races separately. ! The two races are referred to in 

the Matsye Purana also. The word 'Nata' would be of parti-~ 
cular significance in the present context if it ever stood 
to suggest the profession of the race or even an elament of 
its culture which had something to do with dance or acting 


to indicate at the rooteword 'Nat', 


Archaeological findings however, indicate that this 
new race = ambitious and enterprising <- prebably moved up 
north and settled in the Indus Valley; and a sectiom cf it 
moved on further to Spain and to 'far off Ireland’. when 
this movement of the people is reconsidered,meny a zre-histcris 
finding and the question of the relation between the Aryan 
and the Dravidian culturesand arts including the theatre will 
perhaps permit a nev and near about interpretation. it is go 
because the available suggestions indicate that the pre-Aryan 
people who had scttled in the Indus Valley hed something very 
intimate to do with South India. These people canrot simply 


pe termed as'Dravidians' or 'Proso-Dravidians' as that would 


} 
Le seuye WIT ALA Hear dy OS Uy, 
Jess a Hane Gosa Sates | 
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naturally prompt a further question as to the steéek ct 

" 
Dravidians they came from. Here, the absence of any creditable 
evidence suggests the possibility of the people of th: present 


Kannada speaking land also forming the bulk of that s<ock. 


This inference gets some, support when it is moticed 
thei it is cho Kenmada and Telugu Langu2ges more than Tamil 
that nave been subjected to closer ‘Aryanisation'. Customs 
of the people speaking these languages bear cvidence .0 
the impact of Aryan influence. This indicates tit ta people 
ef the South who cams under the influence of Aryans oz who 
combatved with them for survival, most probably were the people 
that spoke Kannada and Telugu languages or at least their 
close variants. The inference that these people had settied 
in the north with a profession ( Agriculture ) and 1. civild- 
sation of their own even before the Aryan advent 15 amply 
substantiated by some of the place-names - of North Imlia 
ending with a suffix like ‘Urut, 'Patti' or ‘Hattit (tme present 
Gauhati may have been 'Go Hatti!) which are essentially ‘desil' 
{or Dravidian) according to Sri. 5.3. Soshil, They iadicate 
that those places in North India were essentially the 3ettle-~ 
ments of Drevidian agriculturists, for, Aryans who wer? nomadic 
in jenive could not have nemed the places suggesting p2rmanent 
settlements. 

These evidenees suggest hat even before the advent 


athe 
ofpAryans, the inhabitents of South India had a settled living 


1.’ Etymology of place names Fatti ~ Matti: 3 
. (Bhandarkar. Oriental Research Institute). Vol. X<XIII 
PR. 4 «56 . 


pate oie ete mccounackatin, 


shonin Hit 
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with a civilised conception of life, At the times of Hghenjo- 
daro, the people of the Kannada land were perhaps kmown as 
‘Kamer’ as suggested by Fr. Heras, They were agric:lturists 
who held the bull - the mainstay of agriculture - in high 
esteem like the Indus Valley people thenselves.1 Th2ir cities 
were probably well known for, Ptolemy, the geographe > who 
Visited India in about 150 A.D. refers to places tha;z can be 
identified in Karnatek.” The cities of ancient Karmatak had 
probably fully developed with a well established commerce 
inviting distant countries like Rome and Greeco bo ceme to whe 
shores ‘of India for trade. Dr. R.Shama Shastri substantiates 
this inference when he suggests that Kannada words are found 
mixed in a Greek farce of 2nd century B.C., discovered in 
Eeypt.” Exeavations at different sites in South India like 
Maski and Chandravalli reveal that the ancient people who 
Lived therein centuries ago, led a plammed Life of gcod laste, 
These evidences go to suggest that the inhabitants of tne Cen- 
tral South were an ambitious, adventurous, civilised and 


prosperous people. Their comfortable Living must heve been 


i. Be. Heras : Sarnatak Historical Review - Yol. IVy 2. 21. 


2, "Badiamaioi’ (Badami), ‘Inde’ (Indi), '"Modegoulila'(Mudgal), 
'Pasage' (Palasige) etc. 


3. Mysore Archaeological Report 1925-26, Sri. Govinda Fal is 
firm in his belief that the words suggested by Dr. Shama 
Shastri are Kannada words. Ue also believes that the scene 
of action of the Greek farce wae Malpe, the harbour near 
Udini (Prabuddha Karnatak. Vol. XI. issues 1-2. poe 1-56). 
Dr. &. Svikanta Shastri identifies 31 words, groupa of words 
and sentences - all in Kannada - in the gaid Greek farce. 
(Sources of Karnatak History. I, pp. 5-9). 


Fane ows 
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fruitful in leading them to create their own arts a.d oxnfts. 
A single instance of excavations at Chandravalli isrcele tat 
these people of a great antiquity had jwssed througia diiferent 
stages of civilisation and by the beginning of tuc Unristian 
eva they had come to establish an intimate commerciul Ganda ct 
with countries like Burma, China, Italy and Greece as revealed 


by the coins discovered, 


They seem to have asd a commonda- 
pie aesthetic sense. The figures of ‘dancing girls'* 
discovered at Shandravalli speak volumes of their arts aid 

it is bus natural shat they should nave had gome moces of 
theatrical entertainment for “the art of imitation .3 innerent 


in human being.“ 


the Theatre ¢ Love of the dramatic being inherent ani 
instinctive ia mam, the theatre is a universal institution 
and it has passed almost the same stages in its developmental 
eaxeen in all the countries. This being the getieral basis, 
it could be said that <arnatak must have had a definite and 
independent form of theatre of its om. During the long 
process of contacts, and sometimes conflicts with the oncoming 
‘extraneous, cultures ond arts, the indigenfous theatrical 
art of the Karmnada land must have had « chain of exertanges 

of the salient aspects of the art for mutual Suet eeene: 
Immaterial whether it is independently evolved or is tr: result 


of a beautiful biending of salient components boirowed, one 


ace 


i, De, N,H, Krishna; Karmatak Poorva Charitre. 1953 pp. 25~54. 
2» Ibid. p. 29. 
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could mark the existence of a theatre which can be exclusivel,; 
"recognised as the theatre of Karnatak; « theatre that represcnées 
the people and the individualistic theatrieal art a? the ben- 
nada lend. 

Taking stock of the available evidences, if could b. 
gaid that during the Iast aboul hunired years, the theatco 
‘of Karnatak stands in relief as an independent and senerous 
institution of art when compared with the theatres -f 
the other regions of South india. ie nesaun living influences, 
it seems to have inspired into existence theatres oF tue neicn- 
bouring regions like that of Maharastra, Andhra ami Tamil Wad 


providing them with forms and fashions. 


On Mohavastra : The professional theatre of Maharcstra which 
celebrated its centenary eight sear ago, seems to Lave drawn 
its entire inspiration from the folk-modes of the thentre of 
EKnrnatak, for, troupes of the folk artists of North Knarnatak 
which were frequently visiting Maharastra drew the cttiention 
of the region. The Yakshagana troupe of Kirki (North Karnetak) 
which visited Sangli in 1842 on the invitation of its Cutle?, 
Srimant Appa Saheb Patwardhan, impressed the Raja and the pea- 
ple so much that they considered it becoming to mode_ the Mara-~ 
thi stege on the verformances of the Konnade. Yekslaganc, ! in 
order to make it more sustaining than ths prevailing folk- 
patterns of 'Tamashatand *Lalit', Vishnupant Bheve, a'gifted 
1., A fuller account is provided by Sri. Muliya Timma; peyys. 
Parti Subba. pe. i235. An idol of'Krighnea' suki to have 


‘ ‘peen ‘presented by the Sangli dnief to the troupe et that 
time is still preserved by whe Hasyagar family of sirki. 
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clerk! of the Raja of Sangli, under instructions from his 
Chief, wrote his first play "Seeta Swayanvara:” possibly 
before 4845, Encouraged by ita success, Bhave wrate ‘many 
more’ plays in Marathi exactly on the pattern set br sac 
Kamada Yaekchosona and staged them in Bombay in 1882, 
"Their typical olay was much admired by the wovernor's 
Seoere tary. Religious spirit,'scicntifis' singing 
py a sort of'chorus! in the midst of dieisocas by cther 
cheracters, crude dances and quaint couturs: cnd make- 
up end certain skilgful sword pley verc their outatand~- 
ing gualitiscs. With all their defects, Bheve'ls 
papranic productions had a fixed system, some dignity 
Pa 


and intense musical charm". Even in thao diteila of 


production, the Bhave performances closely resomblicdtne present 
Yakshagena. for “nearly from the beginning to the cnc he (gutra- 
dhara)had to stay on the stage. at his Lavocation 
the blessing of the elephant neaded gol Garmpguti was 
exhorted end also of Saraswati, the voddess of Learning. 
ss + 6 « Most of the ginging was done by me Sutra- 
dhara and it was his duty to introduce to the puvlic 


in some way or the other the actor who entered 


the stage", Very soon Bhave came to be imitated. 


i. Vishnupant was the son of Amritarac Bhave, a milivory officer 
of the Sangli State. When yet a coy of 18, Vishrmp.nt 
‘made out a clay model ef Sangli town” and toys lke iiioky- 
mouse "thet could act in whatever way he desired" UN, Las~- 
gupta + The Indian Stage - Vol. Ift, 9, 194, 

ze A.V. Kulkarni : Marathi Rangbhoomi. Quoted by F...¥ gnik 
the Indian Treatre. p.93 

3. HN, Dasgupta : Op, cit. Vol. IIT, ps 196. 


a 29 


"Tae first seameny wea that of Vishnupant Bheore, 
The idea was ‘picked up by many and shortly afterwards 
new companies were floated in towns around Sangli... 
» « « Ali these companies used to stage only’ myrthe- 
logical dramas and the nature of che performances was 
also similar ... . Ali these companies uscd to have 
only one curtain . .. o"1. But soon, quite same 


immovations were introduced by Maharastra and with a magic 
touch, the verformence was remodelled and revitalised. “Shanta 
kevi, one of the first Kannada playwrignts of Baraat’ pate 

tae i9%th century summed up the sua wibee made by Mabcrastra 
into the Kannada 'Bhagawata?’ performances, as the introduction 
of a number of modern musical instruments, musical interludes 
between scenes, curtains, scenery, aword fignt and gome new 
characters.” Later 1n 1878-79, Ame Kirloskar of Buribosur 
(Belgaum dist.) who was fully conversant with the Kemma2a 
language inaugurated a new era on the stage of Maharagtr= by 
translating into Msrathi, ‘Shakuntals' of Kalidasa. ilig 
translation is said to be deeply obliged to the Kannads version 
of 'Shankutala’ done by his friend Churamuri Seshasiriras 

‘in 1869. Anna Kirloskar, in addition, borrowed tunes or his 


‘Shakuntala' from the ‘Javadi’, ‘Krishna Parijate’ and 


1.,Tbid. Vol, Itt, p. 202. 


Pe ae Smog. En SSOE WKSIT sy 
Banyo Enokds reyes, SKIN SE 
v3, xm, Bow exo, Sem, SHAE, Mages sere 
= SESAS, MONT S, Keo max 
SC MYNY we Sood er Bnemy So 
SS Hebe YAMA Mise vAssoe Bayway, 
PMosSFES. Hse’? Hd sas Swe WOVEN Smet neae Syed 9-5, 
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‘Dasara pada’ of Karnatak as is acknowledged by him in 
the first prints of his plays.! The genius of Maharastra 
soon gave a great impetus to its theatre. Coupled :ith 
muni ficdent royal patronage, the Marathi theatre grev into 
full stature by 1880, creating a vogue so impressive and 
influential that the Kamnede professional stage acceyted it 
a5 a model to copye It is but natural that the brilliance 
of the Marathi stage almost completely obscured its criginal 
contact with the folk theatre of Karnatak,. in recert times 
during the professional phase of its history, the Marathi 
stage gained a great Glory “be GEuse of the enlightening contri-~- 
butions of eminent oucpui site like GB. Deval, S..Holhatker, 
R.P. Khadilkar, R.G. Gadkari, N.C. Kelkar, Mama Warerxar and 
| Pebe Atre and also of the great galaxy of brilliant stage 
artists including Ganpatreo Joshi, Balwantrao Jog, B3ida.s, 
Bats anaieres and Keshavrac Date. The success of the Marathi 
‘stage and its glory is all the more due to the Maharastrian 


love of experiment and genius in adaptability and preservation. 


On Andhra « It ig almost the same thing to say regerding 
tne influence of the Kannada theatre on the professional stage 
of Andhra. About 25 years ago, Sri. T. Roghavachari. an 
eminent atage artist of Karnatak and Andhra cbserved - 

" , » » in the Telugu speaking countries there waa no 


theatre fifty years ago in the gense in which ve 


a 


L. Sri. Huilgol Narayanarao in ‘Rangabhoomi' Oct. 1925., and 
also the Introduction by Sri. Mudavidu Krishnarao 70 
Churamuri's 'Shakuntala'. (1934). 
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understand the term today . . » « »« only thers were 
sox. «©6060 few groups of players called "Shagavataluvaru" 
(synonimus with the 'Bhagevata’ of Yakshagana in 
Karnatak) who visited important centres and exhibited 
in actions and dialogues a Lew incidents from Sri. 
Krishna's life as deseribed in Sri. Bhagavatan . . «6 « 
the actors were not more than four or five, tne dia~ 
logue was long and burdened with innumerable ~erses 
and songs which were explained in proge"t, Tme des- 
eriptZion closely compares with 'Yakshagana which is now 
accepted to be essentially representing the Karnatak Folk 
theatre. 
The composition of the first Telugu drama proper 
Mus3 Bs aie credit of Sri, D.Krishnamacharlu of Bellery who 
later came to be hailed as 'Andhranataka pitamahsa', It is 
interesting to note that he wrote his first play 'Swapme 
Aniruddha' in Kannada stating in the preface of the play, 
that though he was not proficient in the Kannada langvage 
or literature, he was obliged to write out his first 
' dram in Kannada as his friends expressed the opinion that 


Kannada was the only language suitable for the stage. This 


r 


1. 1, Raghavachari ; "The South Indian Stage't Mysore University 
Magazine June 1930. p. 10. 


2. Telugu language owes considerably to Kannada tanguaze and 
Literature. The well known Telugu pundits and poets had 
great regard to Kannada language. Shrinatha, a court poet 
of Vijayanagar wrote that Sanskrit was relished by tho 
isarned, ‘Telugu was pleasant for talking end that 'curnata 
Bhasha' (Kannada) was THE Pnguage for poetry. R.Y.Doarwerkar : 
Kannada Bhasha Shastra - p. 194, 


eo 


indigntes un already SYarishiag Kannetie theatre, It is 

& fach however, thet the tRanyacharlu Netuk Compome' ih 
iSamumtaia Kormeteka Satak Saba! beth of Mygoawe bd da 

a muambex of vinits to Bellary early in 1esoe/ani « ath ofuvam..- 
charlu might have seen their performances ai: Nell.cy, | 

The dosoription indicates againg Vhat the literary serie 

ef the Eonnedsa atese was Lighiy dupreesive as terly a in 
1290, bit 26 26 posible thet tieir produetion of the play 


was not 38 ¢legant as the Mayeathi plays of the Gin « 


Dye, HNarayenarao; walle tracing the rebetion & teen 
the theatres of Karnatek and Andhra observes that in exthu- 
silastic troupe of Dharwar staged playa in Andiarc in the your 
£684 and "eaptured the country with thely apeei«nlia?zd t.och- 
nique of proluetion aad thus luspived the thestre of anihra"!, 
This troupe wag dbviously the “Tantupurastha Nataka Jandali® 
of Daorway referved to vy Mudavidu Avishmeree ac Raviys: 
toured Maherastwa, Gujarat, Vidarbho, Madhya shar .t <2 avdar:. 
under the leadevship of Bhimacherya Eri and Gepinatk Jouhi.* 


“About 1860" euys Sri, T. Ramhavacheri, “ . e.ung. 
+ . occurred in the Teliga countries with the advent of a 
get oF ployers from Maharastra, ° whe for the first tine 


t 
ws 


ie Dy. C, Havayana Rao 9 “Influence of Karnatak on bra stage” 
Kan, Stage Centenary, Vol, (1948) p. t11, ' 


2. Hudnvridu XSeishwe Rae in dayakarnatake ef Sth bor. 154, 
eye Hr33, 
3. This troupe was possibly the Tamed ‘Sanglixar Company’ Jf 
Vishnupant Bhave which bad turned prefessionul amc. tie 
death of its voyal patron aad toured frequently fa -~crvst.k 
ani Amlnra. 
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in the Telugu country used fashionable stage - prope * Thic 
naturally inspired the Telugu country and initiated its 
dramatic enthusiasts to heave e profegsional theatre of their 
own. Whether the Telugu anetias Grew its inspiration direct 
from Kaymada or through the Merathi theatre, which ias itself 
inspired by the Kannada theatre earlier, the fact remmins 
that the Kamada stage (professional in particular) was fully 
flourishing and to a considerable measure, responsiktic for 


inspiring the Telugu stage into existence. 


On Tamilned : The theatre of Temilnad had an activo folk 
stage end performances called "Terukkuttam", very similar 
in nature to the Kannada pisos ues frequently staged 
perticularly on festive occassions like 'Pongal'. "Ine of 
the most ancient and fascinating gtories acted on the stage 
for centuries is that of 'Nalatangi'", As early aa is 

the eleventh century, a Chola king (Rajaraja I) "built a 
peautiful Shaiva temple in his owm name and instituted a 
dramatic troupe which had to enact regularly, every vear 
the “Rajaraja Nataka"”, Similarly the temple has always 
remained the platform for the Yekshagana performances in 


the coastal tract of Karnatak and every temple is invariably 


associated with a troupe of Yakshagana artists’. 


1. T. Raghavachari. Op, cit. po. il. 
2, RK, Yajnik : The Indian theatre. pp. 61-62. 


5, The prominent among them today is the Manjunatha  wempiec 
of Dharmesthala to which the well kmown troupe of 
K, Vittalashastri;the Manjunatha Yekshanataka Mancali - 
is devoted. 
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The earliest written form of the drama was called 
'Nadagam’ in Tamilnad, but as V.V. Srinivasa Iyenger clari-~ 
fies, the name did not suggest any written form of the drama 
as is understood today. It was only a ‘Kavya' or 'Prebandha! 
like the Kannada Yakshagana heving a string of verges with 
no written dialogues. The very first written drama in 
the current sense en was written and staged in Tanilnad 

by Govindaswemiraja of Karnatak who came originally from 
inapestaa” His play contained a number of compositions 

in Sanskrit.The real inafuravion of the Tamil theatre was 
made by Bellary Krishnamacharya, author of 'Swapnm: Aniruddha' 
and the father of the Telugu drama who went in abcut 1883 to 
Tamilnad with his troupe "Sarasa Vinodini Nataka Meandali” 

and steged a number of plays in TELUGU, These pleys were 
enthusiastically received and Sri. Sanbandhan, /"Uat rer of 

the Tamil Drama" who was fully influenced by these >erfor- 
maences started writing plays in Tamil. The sulien: fervurce 
of the Kannada theatre were thus carried by the Teligu stage 
to inspire into existence the Tamil draua. It ig -vvidens 
therefore, that at least to start with and at the initial 
stages the professional theatres of Maharastra, Andkra and 
the Tamilnad owedconsiderably to the flourishing anc inspirin; 
theatre of Karnatak. Later, after 1880s, during -he profe- 


ssional phase up to 1940 approximately, a close contact waz 


1. V.V. Srinivasa Iyengar : 'The Tamil Stage’ Han, Stage 
Centenary. Vol. Ps 115. 


20 V.V. Srinivasa Iyengar. Ibid. p. 116. 


Mrs) 


maintained by the regional theatwes of different Languages , 
though as professional rivals. Professional troup.s frecly 
visited the regions of seach other with mitual influ3nce on 

the modes of presentation and exchnage of dramatic ‘hemes. 

The ‘give and take' between the reglonal theatres beceme 
inevitable owing to close contacts and mitual visits. 

The theatre of Karnatak which had originally supplied 

the 'élan vital' to the theatres of other regions, Later 
received from them specialised patterns of presentation like 
stage misic, scenery, settings and refined methods .f acting, - 


particularly from the theetre of Maharastra. 


In order to estimate the personality of che Karnpe 
tak theatre which influenced others into activity, it smuld 
perhaps be desirable from the point of view of an academic 
study, to divide the Kannada land into three main perts wkere-~ 
in the theatre has manifested itself in different branches. 
These divisions wovld be Bombay Karnatak (North Karr at sk} 
Madras Karnatak (South Karnatak) and Mysore. ‘Thouph these 
divisions are too Limited to cover the entire Kannadm spuakine 
area, they could be accepted as Lit is mostly under *ttese 
divisions, the growth of the Karnatak theatre be traced with 
distinct and almost independent feature - Wiouan wit mutuel 
influences in the later phases.! The theatre seema %o have 
developed differently in its three branches cited above owins 


fe 
to the dictation of different climaté and geographiczl 


1. In Hyderabad Karnatak, Koppal has some dramatic traditions, 
but obviously owing to the influence of the visit ng Marathi 
troupes - which could be considered later. 


My 
oa 
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environment, inevitable contact with the art and culture of 
the particular division and algo action and interaction with 
the language, culture and arts of the neighbouring region 
like Mahrastra, Andhra, Tamilnad or Kerala. Horth Karnatak 
and South Karnatak virtually form one continuous stretch of 
land and remained even administratively undivided ur tit 18ée, 
Brom the point of view of the evolution of the theatrical art, 
the entire coastal tract could be reckoned as one region, 
which evolved the indigengous- folk mode of the famed dance - 
drama, ‘Yakshagana.> The eastern plains formed ancther 
tract of land with a totally different environment which 
originated the professional theatre and nursed it imto great 
prosperity. Thirdly the table-Land of Mysore evolved its 
own tneatre, Spaihoms into existence on account of royal 
patronage,” 2 tradition preserved in the palace of Mysore 
from the times of Vijayanagar. Though the divisions eroked 
their theatres on individual lines, an inevitable mutucl 
influence could be traced between them. It was the folk 
theatre of the Kannada coast that influenced in a large 
measure: the springing up of the professional theatras of 
‘North Karnatak and of Mysore ~ as could be consideree Inter, 
,and then some of the trained professional troupes of 

the Latter regions exchanged frequent visits and together 
visited the coastal tract to inspire into existence an indige-= 


“nous professional phase in the history of the theatre there. 


x 
b 


2 


Thus the theatre of Karnatak has remained u. potent 
Institution of Art with three branches developed and 
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specialised in the three different regions of the land. It 
includes different phases like tne folk, the professienal 

and the modern antes theatres. in modern times, lta growth 
strikes as direct and conspicuous. Its amidigendeus and 
independent characters am patterns project a promise of iis 
antiquity - which could Be considered at length in the fore- 
going pages. 
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CHAPTER II 
Antiquity of the Karnatak Theatre. 


Karnatak has a bountiful literary heritage and 
the classics starting from 'Kavirajamarga' of Nripatungu 
of 9th century A.D., indicate from time to time, the exis~ 
tence of an active theatre in the Kannada speaking Land, 
and what is more, they indicate the growth of the tieatre 
in two branches <- one at the court under the royal satro- 
nage and the second flourishing wita the common man, mostiy 
perhaps, in the country-side. Occasionally, the Literary 
indications get the support of epigraphical evideness and 
the two sousitias ask as the min sources of evidence: for 
pbuilding up a possible story of the Karmnada theatre from 
ancient times. A retrogressive march into the pas+, would 
enable one to meet the mile‘stones of literary and epigra- 
phical evidences that are eloquent of a great past ~f 


‘the Karnatak theatre. ‘ 


THE COURT THBATRE : 


Going tack to the history of the Karnatak theatre + 
essentially the court theatre, it is noted that the carliest 
available written play belongs to the last phase of the 17th 
eentury A.D. It is the play entitled 'Mitravinda Govinia' 
(1680 A.D.) written by Narasingararya, popularly kncwn as 


Singararya or Singarya, a court poet under the putremage of 


i 
i 


I poe ar pec en pn et A a git tn en 
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King Chickka Devaraje of Mysore (1672 - 1704), and » nephew 
of Tirumalarya,a friend and minister of the king. 'uitravinds 
Govinda has a close bearing on the Sanskrit play ‘'Ratravell' 
of S&XX Harsha. Deviations from the original arc not so 
wuch in the theme or development of the play, tnougk ultered 
on the basis of the seed of a drama provided by the holy 
"Bhagavata', but is essentially in its characters, .a that 
instead of the Lofty but mortal - ‘Udayana', the hero of the 
original, the immertal Krish4na is made the hero of 

the Kannada version, perhaps in identity with the p< tron 
Chikka Devaraja - as suggested by Sri. DH. Bendre,? With 
regard to the other aspects like the movement and impression, 
'Mitravinda Govinda! follows the Sanskrit original wery closely 
and remains almost its replica,” Apart from this play which 
is gaid to have been staged at the Mysore palace in the royal 
presence”, there is no scarlier drama yet discovered, be it 
original or translation.” This however cannot lead to 

the conclusion that there was no theatre in Karnatak before 
1700 A.D., for, -though there is mo earlier drama yet discover- 
ed, there are adequate references in the Eannada clussics to 


the drama and the dramatic. 


1. DR. Bendre ;: Kannada Natakade Prarambha Kale : '. ayanti' 

aopt./050, 

2, S080 Be Wo MOS Mes Faw Cos? Sus, “Wen sien” Gage : 
anh US TY o esas. GSH Bow Crsaise Sand Sosy Koa)” 

O.R.Bendre sibi.. 

3. *Bodhini' a monthly published from Udipi : The iseue cf 

March ‘J1L7. 

4, The earliest available play in Merathi - Sri, Lakehminara- 
yana Kalyanam' dated 1690 discovered in Tanjore by Veta jwa~ 
de is said to heave contained a number of Kannada ond Tolugu 
words (Hinge, Taru, Baru etec,) and some instructicns alvo in 
Telugu, which have prompted scholars to ponder ovir une 
possibility of the, play having been first staged ly 
Kannadigas’ or TeYugas* : V.P.Dandekar : Marathi —aty. sristi 


Bei’. 
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Examined independently ~ without viewing 11 as 
a translation, 'Mitravinda' written in 014 Sannade vith 
frequent ‘Kanda’ Padya’ and 'Akshara gana Vritts' 3ugsests 
that the language was fairly well ussd in the drawatac form 
of expression. If it wes the very first play ever attempted 
in Kannada, the dramatic technique and language woul! not have 
given an impression of self development. 1 The inf:rence 
that there may have been earlier Kamada plays is supported 
by a verse in 'Shabdamshasana' (1604) of Bhattakalanka, 


which mentioned of the existence of tworks of Kavya WNutuka, 


Alankera and Kelashastra' in Kannsda (Bhashakritanam).*~ This 
statement of Bhattakalankea prompts one to infer the: there 
must have been drama and dramatic literature in Canmada far 


earlier than i7th century. 


'Nataka Shale’: <A number of refcrences ~ literary cn epi- 
graphical + are found from time to time to ‘Nataka chale', 
obviously to the decorated halls specially erected <‘or 
the performances of 'Nataka'., ‘KXeladinripa Vijaya' (1763) 
of Linganna mentions that a 'Nataka shale! was constructed 
by king Venkatappa Nayake of Keladi (1582-1629) in iis palecc 
at Ikkeri, ~ 3a inatakeshale' which was full of 'streng.s and 


wonderfult architectural patterns.” Almost at the same time 


i. 'Mitravinda Parinaya’ : Venkatarayacharya Suratkel : 
Jayanti : Nov. 1950, p. D4. 


WPS STHUCS KSA Kein Do cj 

Dah Mes ROME EAMES, Kein Mo cy a3&, Slo 

SemAIsod wd FANN so Sow snsyer || 

S. - gtked ome oslo (yous si Raydo MeFa vo Wo dycy) Hoye. 


Kaladinripa Vijaya V ~ Prose after the ?9th verse. 


ae 
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the Mysore palace also had a 'netak shale' as evideiced by 
Govinda Vaidya, author of ‘Xantiraya Nerasaraja Vitiaya' 
(syste 1648) and a court poet ci king Kantireva Na-rasaraje 
of Mysore (1638 ~ 1659). There were 'Bharatacharya' or 
the experts in ‘Natya shastra’ elso in the Mysore curt as 
suggested by the poet. About a hundred years xgm sefore 
Govinda Vaidya, at the times of the decline of Vijarangar, 
‘ Ratnakara Siddha,a prominent poet of South Karnatak and 
author of 'Bharatesha Vaibhava’ (1577 A.D.), gave a crund 
picture of a ‘natake shale’ wherein his unearthly hero - 
-Bharate, witnessed stage performances, A little verore 
this ve notice the Imperial Palace of Vijayanagar had u 
*Battada nataka shale' evidently ‘a royal theatre,? wrile 

the provincial palaces as at Tenjore and Ikkeri, there were 
the common theatres 'adorned wi th gems of all sorts,” 

The earliest tangible evidence to Lhe existence of 'nataks 
“ ghalétis provided by the Mugund inscription, a stone slab 
standing to this day at the village Mugud, close to Jharwar 
which records the construction of a 'Natak shale’ by 
Srimammaha Samanta Martandayya. The inscription is dated 


at 1045 A.D. ® These references to 'Natakashaie’ inilicate 


peenemcacin 


1. B.A. Salatore : Social and Political history of tre Vija- 
yanagara Empire. Vol. Iii Be 397~8, 


2. Ubid. po 416. 


Se Slo JE) MTS Se SoM Losyo Ty, KoGosyo wa gdw 
WH oS WAKA Mest grove SN Vs FA ECAC BUI Ford 2S 0 
& aon EE MBowsvwo Sad | 


Bombay Earnatak Inscriptions. Vol. I. Part I. p. 78. 
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a flourishing theatrical activity all along in Karnack from 
10th century A.D., and now the question would be as to 

of 
the kind /theatrical activity, Karnatak had. 


*"Watuka*’ : A description of the performance of "Natok! 
provided by Govinda Vaidy. convinces one that it was cloarly 
a theme-dance, a ‘natya’ or at best, 2 'natyn-nataki! c¢ 

Sri Bendre put it but not 'natakat in the sensec it “9 under- 
stood today.! Ratnakara Siddha. also used words _1ko 

'Natak shale’ 'Poorva Nataka Sanini' ‘Uttars Notake seninil 
and "Nataka' in-his wocvk but actually, his description: of 

the gorgeous perfortences indicate thatthey were casentbinally 
dramatic dances Like the'Dikkarnnika natya' ani 'Jalukannike 
natya’ performed by 'ganika' or maiden dancers, A Gootradhar= 
with cymbals in hand accompanied the dancers during th: per- 
formance which was full of dance, music and acting/d-ovoid of 
spoken word. Like perhaps the 'netaka pandita' mentioned ix 
Dasara Purana, the "Sootradhara’ of Bharatesha Vaibiava was 

an expert in the art and science of natya ani was sc inevitable 
during a performance that Sri Muliya Timmappayya identified 
him with the Bhoguvata of Kannada Bayslatas? but Prof. iG. 
Sundenssar wag perhaps nearer facts when he identifi:d@ the 
entire performance of these theme dances blendud wita the art 


of gesticulation with the 'Kathakali' of Kerala more than 


— 


1. Betgéri Xrishnasarma 3 Earnatak Janajeevana : pp 145-153, 


2. Basava Purana - LIX « 27 e 


if 


Ss Muliya Timmappayya : 'Panchakajjaya' 1927 - ». 45. 
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with the Bayalata of Xarnatak.! Though the beauti fal 
description of the performances suggested only theme dances 
without the spoken word in prose, seme other referemuces of 
Ratnakara Siddha provide clues to the existence of srictten 
dramas, @ reference like that "one gould be lulled +9 sileeo 
wi th ‘Agama’, ‘Kavyat and Wataka! «© or the one in "i ttara 
Wataka Sandhi’ where the curtain that covered the d mcing 
girls/tx lowered step by step until 1t was ‘dropped uhen 

the dancers showered flowers from their hands and bewan to 
dance. The Istter picture is full of meaning ,for, it is in 
tune with the tradition followeé in the Yakshagana ani 
Bayalata of Karnatak even today particularly wnile revealing 


_the leading role to the audience for the first time. 


Natya’ and 'Netekea! : Usage of the word 'nataka’ ia Kannada 
to Signify whet seems to be a theme-dance without speken word 
deserves some consideration at this stage, for the qreation 
would be as to woy the 'Hall of Entertainnent' was named a 
'Nataka shale’ and not *'Natya shale’ though it was nc thing 
other than a ‘netya’ that was performed thera; a nalye with 
its predominance to 'nritya’ and tabhinaya' thst went closely 
with the ‘Natya shastra!. This calle for an accurate import 
of the wora ‘nataka' ag used in the Kannada land uni its 


relation with the word 'natya', As.in Sanskrit, 'nataka' 


1, KG, Kundenagar :'Kamnada Sahityadalli Sangesta Nricya 
_Kalégaiu’ Parishat Patrika, Vol. KAIV .3. p. 242. 


Ze BMS Tak ME WaT ao’, 
Badd Vdd OW. 
WELT QS. ease oy, FHM E Sod. CH ry; 
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might have been considered here also as a species of the genus 
‘Natya’ and as from the time of Kalidasa, not much 1iifferonce 


was perhaps seen in the meaning of the two terms.! 


*‘Natyat 
in Sanskrit always included 'nataka' in its fold and what is 
more important, the Sanskrit 'nataka' by 600 4.5. was/ fully 
developed and dosigned theatrical mode, full of dialogues in 
Prose. 

With regard to the fundamental point of tse empioy- 
ment of the spoken word in 'nataka’, a definition of the term 
‘nataka' provided by Abhinava Mangsraju, author ef che lexicci 
work in verse - 'Abhinavabhidena'(1378) provides 2 7ull 
import of the word as understood in Karnatak sbout «00 years 
ago. According to Mangaraja - 'it would be called 2 'natuka!t 
when 'nritya' is performed in the method of 'Hastanga' and of 
'dristigati'”, In other words, when the art of geaticaluciun 
ofthastat (hand) ‘anga't (limb) and 'dristi' (movemeat of 


the eyes) was successfully employed in a dance, them 1% would 


1. Kalidasa refors to 'Natya' as tho one treat for «he vari- 
egated tastes of different people and this reference is 
made in 'Maloavikagnimitra't (1-4) which clearly is a nataka 
in common understanding. Kalidasa evidently had pl.ys 
Like Malvikagnimitra itself on mind when he uscd the word 
‘natya’ in the said reference. 


Be FARAH CH Hid SAvodrMy ALE Iwye, 
vk 


'Abhinavabhidana of Mangaraja't edited by M.Mariy.opa Bhat - 
1952. p. 25. The word ‘ade! is rather intriguing, for, 

in accordance with the context cf usage, it changes 

the complexion of its meaning to suggest ‘playings', 
‘acting' and also ‘talking’. In the present sontext 
however, it would be more appropriate to take it to mean 
'while acting! or ‘while playing’. 
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.go under the name - 'notaka', 


t 


In the light of this definition the cours - per- 
formance of ‘nataka’ was virtually the theme dances cbviously 
full of music and perhaps without prose-dialogues _ike 
iJalakennike Netya' and 'Dikkamnika natya' mentioned in 

. 'Bharatesha Vaibhave't, The definition of Mangarij2 seere 
to get some support from the evidences of earlier vriters 
Like Kavikamedeva, of 12th century and Adipaupa of early 10th 
ecntury. Bagava Purana (1369 A.D.) of Bhimakavi provides 
am elaborate description of sexe hanes and decorations worm 
by 'Somaladevi' who came presanad to perform the * aa’, 
egreeg in detail with the make up and costumes of oily a 
dancer," thereby indicating that the word tnataka! ms 

the context carned the import of 2 virtual dance. <sayi- 
kemedeva while priding on his work ‘Sringara Ratnskara’ and 
advising the ambitious to read it for profit, obviouly places 


a predominant emphesis. on 'ebbinaya! in 'natakal5, 


1. ‘Bharatesha Vaibhava’ - Uttara Nataka Saundhi : Sangatya 
: 197-160, 
Ze MES? CH AILS oer 

Vues Foti F430 Dtrow 

SEY WYN Ho TsS MHoety $099.90) 

Fed 2 ¥ nok totes ste 

vey kde ses & Fy 


Se Sevots Yay Seis sana | WSS He. KY Vs 


Se QM SND ad 8 sae 
WK RYaSowd Mes FoAY Sache 
Son ce BEAN eed, 
Qatesso aa me 5 ny ot SMPSS) Sr, 


Tit, 92. 'Sangeetaratnakera! 
idited by S.G. Narasimhachor~1898, 
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The supposition of Sri Muliye Timmappayya that the relevent 
verse of Kamadeva bears an advice to the playwrigh. writing 
in Kannada is worth noting though it is difficult -o accept 
it for want of supporting evidences.! Adipampa provided 
yet another definition of the word 'nataka' by thrcewing gom: 
Light on the import of the term at his times. According to 
him, ‘anukerena’ or imitation would make a ‘natake'. Ya hin, 
Natake is an aré of imitation.® It would be difficult to 
say if this ‘anukarana’ was only in gesticulation ar whether 
it included the spoken word; and if it ever did, it would 
mark the existence of pleys in prose though not wit2 as much 
popularity as the theme dances, But Pampa uses th: word 
'‘Nataka’ in another context while describing a rirtaal dang: 
of Neelanjanc, a celestial dancer who came to charm Furudeva 
with her unequalied art of a 'nateka' which reflected 4 
million shades®, This description makes if eviden: that 


Pampa had nothing but a 'theme dance’ to go by the name 'natakat 


It thus becomes evident that Mongaraja's definition 


1, H, Timmappayya + Kannada Nadoo, Desi Sahityaroo. op, 5: 


Ze 2. MA SSK Mt Anew Jaoixn 
AS FS P<s) J : 
SHY BOO WOHSE VY Ie Howe hos -.... SS, 2 AOC 


fo 
Se Mees VAI RIFwo wrek am FF Wrtevnet ‘ 


B 


MH wd ay Kr Soke MS Easssade Syed sr? adage oS 3x yt 
San, esos SHS. Yr, 


aly 


of 'natake! as a theme dance with a mastered technicuc of 
gesticulation gots its support {remearlier writers, whe import 
of the word ‘nataka' must have remained the same for centuries 
even from before the times of Adipampa, and this explains tv 

a considerable extent, the conspicuous absence of written 
drama in ancient Karnatak inspite of literary Yrefersnees to 
the toga ato The court performances of Inatece' were 
then essentially theme-dances fully supported py act ung, 

the art of gesticulation and clearly resembling the sre.sent 
'kathakali'as Prof. Xundanagar suggested. It shoul: have 
been a form of Yakshagmawith all its paraphernaliea excepting 
the spoken word by which the characters expressed themselves 

in addition to the media of dance and music. =t was perhaps 
the fashion of the court with its "high brow’ audicne3s te 
treat themselves to this form of e 'dienified and symoolic 
dance-drama' commonly called 'Nataka' to distinguish ‘t from 


the folk performances, perhaps recognised by the namo ‘ata! 


Prose-plays : Sanskrit 3 This would naturally project 2 
question, as to whether there were not prose-plays av cll in 
anciont: Karnatek. Bhatté kalenka of early 17th century hes 
@ creditable evidence for its existence. Many sn eviience 
provided by the history of Vijayanegar and ancicnt cleasics 
of Karnatak also substantiates the great possibility of 


the existence of prose drama - both in Sanskrit and in Kannads. 


n 


ay. 
The Imperiaél Palace of Vi jenagar had a royal the-tre 
(pattada nataka shale) wherein ‘natakds' were staged. A vdLYy 
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by name Jambavati kalyeanam was written in Sanskri. by 

king Krishnadovaraya himself, a great patron of ietvers and 

arts, - The play was enacted to the people who had asseablea 

to witness the Chaitra festival of God Virupaksha. - 

The court of Vijayanesar possibly had a band of expert artisis. 

(actors) for Sri. Salatore observes that "Gangadan. Fratap2 
Vilesam' of Gangadhara (at the times of Mali kerjuna- 
raja) wentions that an actor of the court o: Vijaya~ 
nagar, om hearing that prince Gurigadasa was in need 
of 2 proper person to stage the new dram... . .« 
proposed to go to the court of that ruler. Tis fareu 
in two acts entitled 'Dhurta Samasam Prabag-na' of 
Jyoti vadsiwara kavi Vebsracharya (mostly « hamerous 
pley possibly written in Sanskrit as suggested by 
the title) mist also have been staged in Vijcyenacor 
during the reign of Saluva Nergimharaya (1478). 
The theatrical world was considerably benefi-fie! by 
'Taladeepika' of Saluva Gopa Vippa Bhoopala" 

Under the empire of Vijayanagar, cven the provincial courts 

were not without theatres, Tanjore had a beautiful theatie 

adorned with gems and Ikkeri had one in the times o. 


Sankanna Naeyaka, a Samanta,® 


These evidences strongly support the exigbenee oF 


1. B.A. Salatore 3: Social and Bolitical life in the Tijaycnogara 
Empire ae ee Bo S97, 


2. Ibid. p. 415, 
3. Ibid. Be 416. 


a 
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written plays, mostly in Sanskrit, containing prese-dialogues, 
frequently staged in the 'nataka shale' itself perhaps aleng 
with the more popular ‘dance dramas’ called ‘nutak_' devoid 
of dialogues in prose. ‘This leads to the inference tt 
ther? were two types of 'nataka', one with prose diclocues 
and the other without it, and also, that the ones w.th prose 
dinlogue were plays fully influenced by Sanskrit droma, it 
is not impwobable that in the royal courts of anciert 
Karnatak, Sanukyvit plays were, staged occasionally i: not 
frequently. ‘Jambavati kelyanam' is an evidence in support 


of the inference. 


Gut then, the question is regarding the existence 
and performance of plays in <amoda. There are evilencus 
indicating the existence of Karmade plays - which seem t- be 
mostly transiated ones from Sanskrit. Ancient Kaneyvi: worns 
(kavya) show a close affinity to Sanskrit literaturc, onl 


+e? 
Ls 


what-ever be the difference of opinion regarding the cmphaszis 


to be laid on the different aspects of literature Like 'Resu' 


or 'Dhavani’, by the times of Nripatunga (9th century 4.2), 
Sanskrit writers seemed to have been accepted ag modocls ta 
copy. Sanskrit literature gave predominance to its dram, ~ 
and master playwrights like Bhasa and Halidasa must ave 

the’ times with 
impressed on/their craft and skill, Lt is possible tha 
the Kannada writers of those times persuaded themselves simply 
to translate in-to <amada the then available Sanskr.t plays. 


That ‘Natya shastra’ of Bharata was held in high ast em 


A DCL ASTO wosy0, 
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almost ee word as an authority on the science and art of 
dramaturgy, is made evident by Adipempa (10th centurr 4.3.) 
whe, in his 'Vikramarjuna Vijaya' mentioned that the .surevas 
and Pandaves were given lessons in Natyashastra?. it was per-~ 
baps the fashion of the times to fail back on Sanskrit Jitersu- 
ture and translate some of its weil known works into sannaia. 
Theugh unfortunately, full texts of such translations are not 
available to-day, there j some unequivocal literary birsts regard- 
ing their existence and 'Prabodha Chandra’ ig believel to be 


one such translation into Kannada from Sanskrit. 


Keshiraja, a grammarian of the Kannada language and 
autuor of *Shabdamani Darpana' (1260 A.D.), in « verse, while 
mentioning his literary compositions, records the tit zs 
'Prabodha Chandrat also” along with ‘Chola Palaka Charitam' 
'Sri Chitramale','Subhadra Uarana' and 'Kiraia’. ‘These works 
might necessarily be in Kannada and while ‘Chola Palaka 
Charitam and ‘Sri Chitramale! might be Champoo kavya, in tune 
with the tradition of the times, Sri Govinda Pai consaders 
that 'Subhadra Harana’ and 'Prabodha Chandra’ might hrve been 


proce <plays because of the dramatic context of their canes’. 


Le mokS6y MWS. Sto MATEY "-.  UsU Dery Hap NHer7o 
ATMA Hat MoKw Sy dat ho *ryy eso ~. 7% Bee ano SS, 
Vikramarjuna Vijeya. Edited by B.Venkatanaranappa L926. 
pe. 47. This reference by Adipampa would ofcourse piace 
‘Natya Shestra’' at a time far too earlier than Mehasharata 
itself - but the reference itself reflects on the notions 
and bcliefs of the times of Pampa. 


20 wudess etrey mye 
WETS SH INS SHU sHoy? WH 
SEMo WwresaloHyo 
tm Wid) eegaew F.9 Urdvoayt 
53. M, Govinda Pai. ‘Kannade Natakada Halame’, Stage Cente- 
nary. Vol. II. p. 12. 
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'Prabodha Chandra’ in Sariieuiee, as he suggests muy 2cve been 
the Kennoda vergion of the earlier Sanukrit play ‘Prasedha 
Chandrodaya’ written by Krishnanisra Yati (11th century}, garti- 
eularly in view of the similar, almost the very sumo text/s of 
both the ploys. if 'Prabodha Chendira' of Keshiraja vas on a 
different theme and in a different form from the eurl.er ocns- 
krit drawa, Keshiraja would not have used the sime ticle of 
another, perhaps more popular Sanskrit play. Thus, 17 it ia 
accepted theat'Prabodha Chandre' of Keshiraja wan a tragslation 
of an carlier Sanskrit play it would be eloquent sf tae relish 
shown to translating well known Sanskrit plays into Kannad-. 

and also of the possible fact that the Kannada atage «=f the 15th 
century provided for both Sargkrit and Kannada playa. 


i 


Like 'Prabodha Chandra’, many avlother well Enown 
Senskrit ‘play might heave been translated ‘into Kamneda in these 
early times. Though full texts of such translations are 
not obtained today, some‘of the verses thus translotec. yet 
remain. In ‘Kevyavelokana' of Nagavarma II ( 1145 A.>.}, 
the Kannada vereion of a verso of'Vikramorvasiya'of Xelidasu 
(Act 1 ~ Verse 3), translated verses from ‘Naganunde 'zoomcok 
of Harsha and ‘Melati Madhova’ of Bhavabhooti are found’, 
That these, and particularly of Bhavabhooti fomred purt of 
ths full Eannades versions of the original Sanskrit plcys 
is made clear in ‘Chhandonushasane’ of Jayakeerti ( 906 5, 
nocording to Sei Pai ) where a veference is made to mat 
effect saying ‘rratditham Karnata Nalati Madhavs Py telth 
Kavyet®, The word ‘Havyat here is mipsesed suppose. 


1. These translated Verses sre quoted in full by Sei Govinda 
Pai in his article ‘Kannada Natakada Ualame'i: Up.cit. ».14. 


Ze HiHo Tees SwWHasngs Kray! Aa C- ~ Chhandoaushasans 
- Vil -G last Line 
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to mean a 'natela! as suggested by Sri. Govinda Pai for 
the obvious reason that the origins] in Sanskrit is a aram 
and the verse transhated into Kannada is as if spoken cy 
the character in first person”. in Sanskrit, '<arya' 


always meant to include 'nateka!’, 


I% is thus noticed that by 10th century AD. plays 
were rendered into Kannada from Sanskrit ard that 'datya- 
shastra' was held in high esteem. The word 'nataka' wis 
freely used and its significance was fully understocd. 
Though there is no tangible evidence to confirm tha: the 
Kannade versions of the Sanskrit plays were gteged, it can- 
not be concluded that they were transh ted for the cake of 
reading. Drama has diuaya a Detain Raves! and tre best 
method of serving a play was by performing it. Otherwise, 
it could at best be individual reading-even if many copies 
were taken of the play = which is improbable at thos: times, 
And for the sake of collective enjoyment, if they ever stuged 
those Kannada versions of Sanskrit plays, or in general, 
the 'nataka' in what-ever form extant in those times, it 


would mean keeping the theatre alive and active. 


The inference is substantiated by a few references 


of 1ith and 10th century A.D, when Karnatak reaped a rich 


a ame ae: 


1. Govinde Pai. Op. cit. pe. i5. 


2s Ibid. ear 15, 


4 
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harvest of merited literature. Pampa, Porna and Renna whe 
reigned the literary scene contributing 'Champoo x#arye! 
perhaps resisted the drama form lest they be only om the Lines 
“Seasoned by their stalwart predecessors of Sanskrit Litera- 
ture. Yet their classics do contain in parts, a pronounced 
dramatic element, They freely used the word ‘nutatat. 
The dance of Neelanjane is abeonived as a ‘notake! by Pampa 
in his"Adipurana'(IX - 45). Ponna compared the moai-rise 
to the opening of a dramatic performance’, a, . . Je coma- 
res the stars to the flowers scattered by hir 
(Sootradhara) on the stage; he compares the receding 
davened to the up-going curtaing; and he compares 
the four divisions of the night to the four ants of 
the dvama"”, Ranna,the third member of the great 
trio made a mention of a 'Natake Vidhi' in his Abita Purang®. 
He brought in essentially dramatic characters in his 'Sehasa 
Bheema Vijaya' like 'Kanchuki' (Aswasa 1 and 2) and 'Vidusaka' 
( Aswasa 2) and mode them appear though not warranted vy the 
situation. It is surmised by some scholars that Ramna might 
have had the drama form while setting to writing 'Sakasa 
Bheema Vijaya’ but later, changed it for the 'Champoe' form. 


ae Shanti Purana : VIItTt i. 71. 


2. Sri. K.G. Kundanagar 3: ‘Development of the Kannade Drama! 
: Jeb .BeRAS. - iV ba De O1t. 


Be Mayggro Bava Hrory add Yowekrsowd Mes FG oo 


Ajita Purana, V = 6. 
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Years after the Trio, Durgasimha in his Konaada 


1 
*Panchatantra' (1145) made a mention that the queens iaha- 


devi and Roopadevi played the roles of Seeta and Hama fox 
self entertainment. Words used in this context are ‘Kritaka 
Natakamanaai'” and do suggest the popularity of mytholegical 
characters ag dramatic hefoes and heroines. The reference of 
Durgasimhe is eloquent regarding the genuine love for she 
drama in Karnatak at his times. If 'Nataka' was not aa popue- 
lax, Durgasimhe would not Gaze used the word in his work. 
Moré_over, it is the Queens ‘that impersonated Seeta anc Rama, 
and their inataka' was 'Kritaka' in contrast with perhcps 


the genuine performence at the court with all its parapher- 


nalia. The reference is valuable for it indicates a 7louri-~ 


shing theatre possibly in the court of the Chalukya kirg 
3 
Jagadekamalla whose patronage Durgasimha enjoyed. 


‘Panchetantra' mentioned also of the nam> of cn 


earlier Kannada writer - 'Kannamayya' who composed the 'de- 
4 


lightful' Melayi Madhava'", The date cf the compositim is about 


1. Sri. Govinda Pai puts it back to 1031 A.D. - Op.cit. p.l9. 


b 


Re Aes crmarrsosve WaIDT DoKo Hood e605 Jodo An MAMAS 
SoSyo HL USNA tyrh MAFMA---” ; 
Pancha Tontra : if Chapter in 
the story of AjJita. fp. 194-5. 


3. Sri Govinda Pai suspects the possibility of the references 
to 'Kritaka Natake' being in the original Sanskrit 'Pancha- 
_tantra{ of Vasubhetta) if not in the ultimate origin in 
Paishachabhashas’ Therefore, Sri Pali considers that the ref- 
erence may not be the originel of Durgasimha and may not 
reflect on the prevalence of drama in his times = but it is 
improbable that Durgeasimha would use a word ~ even in trans- 
lation - if it was not easily understood by the people in 
the 1ith and i2th centuries, 


44 Bw EHGE aseetre 
WF Mois WAS Kydse KCK ado 
8079 Sh Fy Sd O92 
VWCSNAI Fas Arad, BSH d BHAyo Howse Lo do 
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L 
900 A.D. according to Sri Govinda Pai . Jayakeerta also 
made a mention of the 'Karnata Malati Madhava'tin his 


* Chhandonushasana’. Inppite of the incompatibility in 
the names ‘Malfyi' and 'Malati' the close similarity in 
the titles suggests that 'Malevi Madhava’ or Kannamayya 
might have been a rendering inte Kannada of the Sanskrit 
Malati Madhava’ of Bhavabhooti or even if the slay -vas 


conceived independently by Kannamayya~ with its theme based 
on the marriage of Krishna (Madhava) with the princess of 
Malava, (Malavi) as inferred by Sri Pai*, it should evidently 
be a play in Kannada thus taking back the Kannada drama to 
about 900 A.D. 


? 


So far, the available evidences indicate =hse exis- 


tence of the Kannada drama as it mostly existed in “he court 


theatre. Had there been in Kannada a drama form be fore 900 


AoD., surely, 'Kaviraja Mareat of Nripatfunga, the «arlieat 


extant Kannada work would have made a clear mention of it. 
Nripatunga however recalls vith cratitude a number cf poets 


who preceded hin’. Some of these poets wko are believed tc 


_l, Govinda Pai : Op. cit. p. 19. 


2. Kannamayya was identified by R.Narshimhacharya with ‘Karn u- 
parya' the author of 'Neminatha Purana! (Karnatah Kavi 
_Sharitge Vol. I p.139) : Sri Govinda Pai disagrees and 
opines that Kannamayya and Karnaparya were different poets. 

Govinda Pai : Op. cit. p. 19. 


3. Covinda Pai : Op. cit. pe 19. 


4, S6L) Peder TMI Hodes 
Wo whet mansbaay® & svsvyou 
WS adS,T dEUS o dive wis BH AGl How 


Kavirajamarg2 VII - 33. 
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keve written 'Kavyas' might have written drama also a9 ‘Aavy:' 
must have included ‘nateksa’ even in Kannada owing to the ore« 
ssing influence of Sanskrit literature, particularly in ra: d- 
ing the comotation of words, It is thus possible ~hat 
(Neipfamge! did not make a special and separate mention o1 
Nateka, Viewing this matter from another angle, it :3 cenmvin-~ 
cing that the life of a people «~ with regard to thelx ert ami 
culture in particular would neither grow nor fall all too 
suddeniy, Visible traces ef art ani culture are us ally 
eubedded in the invisible and thus, if souwe tanglbic traeas of 
the existence of draum could be found in the early 19th 
century, the tradition mist heve found ite roots rfurther back 
in the pasts but the absence of evidences regarding cc written 
dvama, or its medium the court theatre,earlier thon coout 

vel one 
900 A.D, caetedsives to consider as -o whether the court 
theatre had. its Gexinnine in Sarnatek oly after the sanskrit 
plays were lmown all over, From these @arly days t. the recerz 
times of Wd travinds Govinda! vepresentative Sanskrit pl.eyse 
seem to, eet irae ieisd into Kanneda from time to time, onviousl, 
for staging them. Along with the Sannada veraiona of 
Sanekrit plays, the original Sanskrit plays like ‘Jamiayiti 
Kalyenamn’ were also put Pee aie in the esurt cosatre; and 
besides both theso, a spocialised 'dance-drana! that went by 
the name "Natake’ was always popular in the reyal court, 
Thig type of Nritya-nataka' or Them-dances with susie ani 


gesticulation eujoyed a predominant pesition and icmesise 


popularity in the court theatre, from about i2th century +60 
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i?th century ~ possibly at the cost of prese~plays. It is 
not improbable as Sri. Bendre suggested that the steaiy 
development of "Gandharvagana' from the times of Chalukyas 
of Kalyani on the one hand; and the advent of the Vaishnava 
methods of 'Katha keertane', 'bhar-nri a'; bhaveseat' ang. 
"phav-katha' on the others, contRibuied considerably to 

the immense popularity of the dance-drama for a long space 
of time from the 12th century, The court thus preserved 
a theatrical tradition and nursed it as an inmevitabie aspect 
of literary and cultural life, from very early times and 
almost definitely from 8th century A,D. If ever there 
existed a theatre in Karzviatak earlier than 300 A.D, 1% mast 


ve the folk theatre which now demands a fuller consikieration. 


THE FOIK @HEATRE 3 


a 


Even if the court theatre produced Kennata 
versions of Sanskrit plays along with Sanskrit plays themselves, 
it was essentially for the entertainment of the privileged 
elite. The common man perhaps had no access te the court 
theatres for, some times queens and kings played “ind 
This explains the natural reasons for the developmenk of 


the folk theatre independent of the cesurt theatre which was 


1. Sri. DR, Bendre : Kannada Natakada Praranbhakal{* 
'Jayanti' Sept. 1950. pp. 144-6. 


2. Veera Ballala, the famous Hoysala king is referreé to as 
a talented actor in the Sorab Inseription dated 1208 A.D. 


Bpigraphia Karnatika : Sorch Inscription Ne.28. 


ie aaa 


ee meme Me Ri neat 
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at best meant exclusively for the 'classes' and not the 'magses', 
Yet, there seems to have been an inevitable contact setween 
the theatre of the ‘classes! and that of the 'masses’ with a 
pressing mutual influence, The contact was perhaps two-fold. 
The court beings a patron of the folk theatre invited represen~ 
tative folk troupes to perform for the benefit of the court 


audiences. ‘Dashavatarada Natakea’ mentioned by Govinda 


Vaidya, 'Tetkunda Natakea' that was possibly performed at 


the court of Vijayanagar” and numerous gifts of lande to 
actors, by patrons support this inference. Secondly, 

the vefy methods of the presentation of plays by the sourt 
theatre would possibly be influenced by the methods of 

the folk theatre which, with its greater antiquity hai gained 
experience in play~production. The court-presentatio would 
necessarily be influenced by the tendencies of time and place 
and these tendencies are always in abundance and in crigina- 
lity among the masses and would express themselves through 


the folk theatre. 


A picture of its Past : It has been aacepted that the folk 
theatre is the earliest form of the theatre in any cowntry. 
Following the same re trogressive method of enguiry from 

the known to the unknown; we come across references that prove 
the existence of flourishing folk theatre in the coastal tract 
1. Govinda Vaidya : 'Kanteerava Narasaraja Vijaya! ee re 


2. Cheruvu Belgal Inscription of Karnool ced (1514 A-D,). 
T.t. Sarma : Jayaekarnatak I - 4. 
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of Sarnatak in ‘the 1Sth eentury. it may be noted again in 

_ this comection that the professional theatre of Maharastre 
is clearly the outcors of the folk theatre of Xarnatak, for, 
the Rujasaheb of Sangli, om seeing the performances of 
Koynade Yukshegana in 184% moulded the Hayvathi thoatcte on 
its model, The coastel folk parties considerably iaspirad 
into existence, the professional theatres in North Kara tak 
as evidenced by Shantekavi~ and they enjoyed munificiant 
royel patronage at Myserc, A letter written by Hrishnades- 
rajo Wodeyer TIT of Mysore to Menjeshwara Hegde of Uhsrmwasthele 
in 4067" clearly indicates that a party of felk arti: ts cuve 
from the goast te the Mysozve Durbar in the year 1912 and 
settled there performing "Dashavatarada ate’ or "Taki neg aa’. 


"Ye gone? 3 

Yaekshagena,the most picturesque and imposimse mode 
of the folk theatre todey, was flourishing gloricusly in 
the 18th and 19th centuries as evidenced by the life and works 
of ‘Parti Subba’, a great composer ~ exponent of Yakwha ons, 
who is supposed to have lived from abeut 1760 to about isco. 
the chiselled features of his compositions indicate that 
*‘Yakahagene" was a perfected art by 19th century. Ula prede~ 
cesgors like Gerusoppa Shantayya and Madhavedasa ov idipi had 
evrned a name for their axrt ani skill in Yakshagan. wmpoal~ 
tions * ‘Yakshagana' was well known in eurly 17th geniuyy for 


Steed 


1. Shantokevi 3: "Nataka! a, verse -easay published in ‘Srabhet? 
L7th MarckhyiSi9, - 


&, The letter is reproduced by Sri Muliya Timuappayya : varti 
Subba. pe. 121. 


3 HU, Timnappayyea s*Parti Subba! p. 7-8 


4, E,P, Rice 3: Kanarese Literature, (Heritage of Indi: series) 
Be 100. 
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a mention of it is made by Govinda Dixita the autho> of 


Sangeeta Sudhe' (1628 ee ge It is significant inat 
Govinda Dixite observed that 'Yakashagana' was a special 
type of music. Dr. Reghavan mentions of another mucician 

by name Anjeneya who is said to have observed that aksha- 
gana was a perfected musical node’, Govinds Dixita observed 
that Raghunatha Nayaka, the Yuvaraje of Tanjore composed a 
Yakshagana by name 'Rulawini Krishna Vivaha!”, It is said 
thet Mummadi Tirmma also composed o Yakshagana in 1665. Yo 
more detailg about the composer or his work is available. 

A poet by name Sulagod Hiriyemna is believed to have composed 
two prabandhas ‘Krishnarjuna’ and ‘Rulmini Swayamvar—' in 
Shalivahana/1685 {1763 AeD,)". These evidences ind: cate 
that Yakehagana was a well-established mode of the fclk 
theatre by 17th century and that it was essentially musical. 
Even today the composition of Yakshagana is essenidially 
musical in written form,s¢et in 'Kanda't and 'Vritta’ aad only 
while performing, the verses are interoretted in pros: by 


the participants, 


'Dashavatarsda ate’ : Yakshagana illustrated the various 


s 


ten'Avatar's or incernatiors of Vishnu and so, is lsc 


recognised by the name 'Deshevatarada ata’t, performed by a 


1. V.Raghavan 3: Yakshagana - Jayakarnataka XII - Ii, x.5. 
‘2, V.Raghaven : Ibid. p.5. 
3o M.Timmappayya : Op. cite. p. 24s 


4, K.Balakrishna : 'Krishnarjuna'-Janapragati : Septemoer 
Sth 1934. 
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troupe of artists led by the 'Bhagavata'. There axe 
frequent and significant references to 'Dashavataracs ate! 
in ancient Kannada literature and one such, made by Govinda 
Vaidya, the court poet of Kantirava Narasuraja establishes 
that this patron-king witnessed the 'Dashavatarada Netaxa!’ 
performed 'with a grandeur beyond description '. Kings of 
Mysore had perhaps extended patronage to 'Dashavatarada ata’ 
rrom even before the times of Kantirava Narasaraja, ier 
obviously, there must have been an established tradition 

of having such performences in the palace. Govinds Vaidya, 
while narrating the modes of theatrical entertainmers in 
the Mysore palace mentions several other types like ~ 
'‘Kattaleyata', ‘Piridu Prabandha', and 'Jakkini-~Rajikeera' 
which indicate some common current performane’s ‘clase to 


Yakshagana' as suggested by Sri. Betgeri Kvrishnasarcn”. 


Nadadigala Nateaka : About a hundred years prior to jovinda 


Vaidya, Ratnakara Siddha referred opviously to Yakshagens and 


its artists in the 'Agthana Sandhit of his 'Bharatesia 


Vaibhava' (1577 A.D.). The word 'Yakkndigaru' used oy hin 


1. Goss KHANTB Mes Fak anes 
WTR aT xSV Wow 
SES Wastogs ojo Snmanes 
aS Ox 
treet dco estey, 
- 'Kantirava Narasaraja Vijaya’ 


Edited by Dr. KR. Shamashastri 1986 
XXT ~ 118. p. 409. 


2. Betgeri Krishnaserma : Karnataka Janajeevana! pp. 45-154. 


i 
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would perhaps indicate a troupe of Yakshagana performers. 
Earlier still, ‘Kumara Vyasa’ the great composer of tne epic 
Mahabharata in Kannada who lived possibly in the 15th century 
bears eloquent evidences to the existence of a flourlshing 
folk theatre in his times. His reference to ‘Nadadigels 
Watakat would clearly suggest a'theatre of the peomle! or 
the folk-theatre’. Kumara Vyasa uses the word 'Javanike' 
to denote possibly, the curtain that was used for the stage”, 
Kumara Vyasa thus indicates the possibility of e flourishing 
folk theatre inyfath and 15th centuries with a mumver of 
plays performed on the stage, which was evidently equipped 
with curtains. In the words of Sri. Govinda Pai -"1if plays 
were not staged in Kannada, and if they were not h_ghly 
popular, Kumara Vyasa would not have drawn analogies from 


the stage as often as he has done®®, 


A beautiful description of 'Nutaka' made by 


Nijaguna Shivayogi in his 'Viveke Chintamani' ( 15¢0 ?)} 


1. thank Sane ey SH 
Me SSAwIOMISO DH 
Mwy VeXxeG K SoH MH SeSow | Ow eye ES Hod OL Bye on 
Shri. Govinda Pai thinks that the word 'Phanit waald indi- 
cate that the 'Nadadigala Nataka't in question was one 


based on the Life of Harischandra - Govinda Pai : Kannada 
Natakuda Halame. 


2. TOMDSES WSIFoInoHwvt vad. — TY WS, SoG A. SKjoa, 
It is of interest that the English stege had its first 
curtain in 1577, about a hundred years after Suma Vyasa - 

'Theatre' - Encyclopsedia of Univers.1 Knowledge. 


5.Shri. Govinda Pai Hy Op. eit. pp. LO“11, 


63 


aescribes the form of a composition of one drasa which 
wes termed 'Shuddha Deshya’ (purely native)/indicates that he 
referred to a folk~form that wag close to 'Yakshegun.’! AS 
even today, the temple was the seat of cultural activities 
of the village in olden times also,and pessibly, plage wars 
performed to pleuse tha aeity of the village or the Wty. 
Speaking of the theatre thet flourished in the 13th century, 
Sei. B.A. Salatore observes, "From very carly times 11 vouth 
india, dramatic art has been associated with temples 
amd voyalty. In the days of Rajeraj. I ant varakssari- 
vurnen,dramas were acted in temples. — The ‘hangas thala' 
or the stege is mentionsd in Karnataka in A.A 12h, 
There is ne denying the f:¢t thet both in the Tamil and 
Karnataka dramas were acted in early tines”, naglier 
still, in 12th century, Aggala in his Chandraprabbe <uranu 
(4189 ?) mentioned that the king Ajitasens was Jigtepiye to an 
"Ekkalagena’, possibly an interpreter or Bhagavata of 


Yekshagene”. Abhinayn Pompa of the 11th century also 


fg ‘OLE MESO PAGAYY Sows 2% oS apex 
Soadops tases averted Tied O15 Sooo KTo, ebay} 
Sip SH MWomyewdSovS oy ckeyo WB el sit HER 
ty { 


aes So =X SS Tog Weskeos fos Hoss aie arog... 7 
aS MEE Hoey ose — Bex af For, 


2. BA, Salatore 2 Social and Political life in Vijeyen:gara 
Empire Il, Pe 414, 


BS. antTem A KY ase weds Y Ho M Lng So SEIT wa wo 


ra 


Quoted by Sri. Govinds Pai : Op. cit. 
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referred to 'Yakkala gana’ in his ‘Mallinatha Paneer < 
About two hundréd years prior to Abhinava Pamapa, a very 
important reference came from 'Nripatunga' the auther of 
'Kaviraja Marge’ (9th century). While discussing tke various 
forms of Kavya, Nripatunga made 2 significant mntien «ef a 
particular form called ‘Nalpagareane' and its variants like 
"Bedandegabba’, ‘Chattana', ‘Bajanegavba' and 'Melvadut. 
It is a point worth noting that these forms are not feund 
in Sanskrit literature, but are essentially ‘deshya' or 
indigenous of Karnatek? Meaning and significance af 

the term 'Naloagarana' could be diseussed a little iter, 
and therefore, it is sufficient to note that 'Nripatenga' 
clearly indicated the different modes of the folk theatre 


of his times. 


Far ‘earlier than even Nripatunga, the inacriptional 
evidences of Pattadkal near Bademis pay’ a glerious tribute 
to one 'Natasevya' of 8th century who had mastered tue art ef 
dancing and acting. The inseription categorically exorts 


that *he alone was the dancerand the very best among 


; 3 
the actors on the face of the earth' . The two different 


le " aS Svasie oD omen Soo " OUDH SHC? ON 


Ze ee WAN C2 MOTT) aso C= WBSolE) dev 
WA Ws NITY, Seok beg Ko&e50 Gur AVA 
TTY Enk Wes os aw BoNAy - ” 

9, adat BL FoSosy . andes DehadseSHo&? 
> MBe- vad CRE. 


ie : ¥ 
3 QYTS SHEo ses Soave SH WS DU CoN My ye ” 
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‘words deliberately used in tke inscription - 'Nartaka'! and 
‘Nata’ should necessarily convey two different meanings, 

As Sri. Panchomukhi interpreted, Natasevya was perhaps both 
a ‘teacher of dramaturgy and unequalled in the art of dan- 
éinet. The suggestion is that he mastered two independent 
arts, It is highly probable that this inscription was regard- 
ing an artist who represented the folk theatre which also 
demanded like the Dance-drama of the court, an intimate 
understanding of both the arts’, In any case, the Inserip- 
tion provides a definite suggestion that there was a clearly 
marked out distinction between dance and the art of acting - 
which was well appreciated by the peovle even as early as 

in 800 A.D., and secondly, that there was @ form of drama 
even at that time - a dance-drama that went very close with 
the present Yakshagana,. The Pattedkal inscription, tous 
indicates possibly a flourishing folk theatre in the 7th 
and 8th centuries. 


Q 
200 = 400 B.C. : The earliest available mention of, folk- 


performance according to the late Sri. Kerodi Subba Rao, a 
noted critic and composer of Yakshagana - is in the Harivam- 
sha Purana of Bhagavata (bet. 200 and 400 A.D.) wherein there 
is a reference to a 'Bhagavatara melat under the le-dership 
of Bhadra Nata, The trowpe porformed ‘Ramayana’ ug a 
part of the planned scheme to slay Vajranabhasura, e power-. 
fal pas This indicates at once both the antiquity and 
popularity of 'Bhagavatara, rela’ which must have been c cloge 
variant of the present Yakshagana though not its replica. 
i. RLS. Panchamukhi ¢ Progress of Research in Bombay Karnatak 
from 194] to‘46 ~ Parts 1 & 2. Poge-53,. 


2 Kerodi Subba Rao : 'Yakshaganada Huttu’ - '"Rangabhoomi' 
Nov. 1925. pe. 80. 
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References enumerated above provide a positive 
“indicabion of the folk theatre existing side by sice witt 

the court-theatre, It is natural that even before the 

court theatre came into being = possibly owing to ti: influ~ 
sence of Sanskrit drama, the. folk theatre lived ani develop.d 
on its own lines. It is not improbable either as ulready 
suggested, that the folk theatre did influence the court 
theatre, if not with its very inception, at lcast with regard 


to the modes of its presentation including music ard costumes. 


Dances of Karunatar : “This presupposes the suggestion that 
the folk theatre of Karnataka is far older than the court 
theatre and the question would be as to how fur older. Thoush 
“at is not possible to confirm that that ancient fora or forms 
of the folk theatre could be anywhere close to the ones in 

the recent two nanared years cither in the play-pattern or its 
presentation, there must have been a form of folk entertain- 
ment « perhaps 2 combination of some dance and some music. 
This inference is supported by the Tamil classic 'Sailapoudi-~ 
karam' of the early years of the Christian Bra whici beara «2 
significant reference to the Kannada actresses and inncers who 
entertained Sanguttuvan, the Chera king at the NWilsiri hills 
which is ‘said to have formed a part of the Kannada 3peaking 
people even at the times of the Sangam Literature’. The Chera 


king was evidently on a visit to the Neelgiris when 


1. ¥VeRoR. Dixitor : ‘Karnataka’ in Ancient Temil Lizerature' 
Proceedings and Translations of the Oriental Conference 
Vol. par De 434, 
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the ‘Konkana', 'Karnata' and 'the Kudugat - men and women 
dancers and actresses, a hundred and twenty in all, waited on 
hin. Silappadikaram presents an elegant deacriptian of 
the'dance and music’, ‘wake up and costumes' and ‘appearences 
and acting! of these ‘nati't and 'nartaki'. "The flersce 
Karunatar in their respective dresses amd ornaments 
and actresses whose dark curly hair was, loesely woven 
with shining garlands, whose :ncipicrt breaats were 
adorned with, (jewelled) chains and whose long eyes 
resembled Garps, sang « « « « « ut The refewence ig 
evidently to a group of folk artists whe performed possibly 
@ combination of dancé and music to entertain the vishting 
king. Both dance and music seem to have bad a predomhnance 
in their entertainment and infact, they form the essential 
feature of the indigenéous folk art - the deshya type. It 
is significant that 'Natya shastrat of Bharate stresses on 
the game elements,dance and drama, as the fundamental aspects 


of the original Sanskrit theatre. 


Deshya'- Marga's: 
in the field of art and the precedence of one or whe ofther 
is yet a matter of conjecture. As the prehistoric seriad 


with regard to the theatre is an uncertain and mysterieus 


The relation between 'Deshya't and ‘Marga! 


region, any consideration regarding the origin of the theatrical 


_art and its time should rest purely on the academic plane, 


"et, a few eloquent hints deserve to be examined and ome such 


Seat AR PSR OT ER eR 


V.R.R. Dixitar : Silappadikaram : pe 297. 
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is the contact between Aryans and Dravidians. Ag liscussed 
earlier, even before the Aryan advent, there had sestled u 
people in north Indias a people that depended on agriculture 
with a great civilization of their own; a people worshipping 
the Bull and /Linge and a people who seemingly had trekked up 
north from the plains between the rivers Godavari asd uaveri: 
During the advent of the ferocious Aryans, it is possible 
that the original people who were subdued gradually succumbed 
to the impact and influence of the invaders and slowly trekked 
back to the original homeland south of Godavari. shese points 
when reconsidered,;some of the things which are taken as cgta- 
blished, will present themselves to new interpretation ani 
throw some new light on the hidden past in general, aid on the 


Kannada, theatre in particular. 


Xakkalagane ~- Dakshina gana : The term 'Yakshugam' is of 
a particular significance, As Govinda Dixita and Amjaneya 
suggested, Yakshagan must have represented a specifis tyne of 
‘gana! or music, perhaps viteliged with some vigorous tance. 
Yakshas are believed to have been the inhabitants of the South. 
Kubera, their lord having been defeated by Ravana of Lanka, 
himself 2 Yeksha,is said to have fled awuy with a seston of 
the Yakshas to the north and settled in Alakavati at the foot 
of Himalayas. This suggestion is symbolic in its support to 
the movement of the Southern people to the north. Armd it is 
those who trekked on to the north that had to face tae adven- 
turous Aryans and submit themselves to the superior Corce, 


It was during the period of 'Aryanisation' that the conquerors 
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imprinted their stamp on many an indigenous custom ami art, 
religion and language. That was 2 period of suprem domi~ 
nation of Sanskrit bnguage and the 'Margat style and the 
indigenous people almost lost their original entity under 
the Aryan, culture. Their arts which were 'deghya' i1 its 
pure native form had to undergo a graudal transformation 

to meet half way the 'Margat style of the Aryans. yen 
today, the word ‘deshya' or ‘desi’? ig used to diatingiish 
the original Dravidian form from the 'Margsa'. 'Yaksha Gana 


may have been the original 'desi’ ‘ music closely assrciated 


with the Yakshas. The fact that 'Yakkalagana' or 'Jakkana- 
gene! vas extant only in South India and that not a trace 

of it ie found in the North, tempts one te infer that it was 
essentially, what could be ‘Dakshina gana't, or the Music of 
the South, It had perhaps developed on Lincs so independent 
and striking that it caught the attention of the Aryams as 


some thing very attractive. 


1 
Nalpagarang : Among the available names evolved to signify 
the folk entertainment, the term 'Nalpagarana't mentiomed by 


Nripatunga is the oldest. The torm is mede of two distinct 


words = 'NAL' to denote *Nad', 'Nadu’ or Hountyyxamix 


1. 4 strange parallel is in the term 'Jakiana Shilpa’ which 
indicates a typically South Indian style of seulptere. 
It is attributed to a scourptor ‘Jakkans’® or 'Jakanecharys!' 
(Jakkana 'achara'? who has yet remained a legendarr 
figure standing for - the 'Styic of the South’ in erchi- 
tecture, .The name 'Jakkana't however, occurs but cnee 
in the inscription of the HNalasankeshware Temple o> 
Turuvekere, built in 1260 A.D. (Mysore Gazettcer Vol. . 
Historical part 1. p. 316. 
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country, and ‘Pagarana' to denote talk or acting with m_, 
i 
emphasis on humour. The word 'Pagarana’' is taken to have! 


derived from the Sanskrit word 'Prakarana', one of the oa 
roopakea! mentioned by Bharata and explained by Keith as | 

_ "the bourgeois comedy, @a comedy of manners". In this sense, 
the spirit of 'Pagarana' or 'Hagarana' is the same as that, 

of Prakarana”, but the term 'Nal-pagarana’, set in 31d | 
Kannada indicates a great antiquity to the word 'Pazorana’, 
If it ever.was a pure Dravidian word, it is not imp cobable | 
that like many other Prakrit words that passed on t:; Sanskrit 
during the process of ‘Aryanisation',it may have ag well | 


! 
passed on to Sanskrit to become 'Prakarana'. if i= ever was 
30, ‘Nalpagarana' would indicate the oldest form of the folk 


{ 
i 


theatre which was indigenous (deshya) 5 but even if it Was | 
otherwise, the 'Nalpagarana' remains as a'Pagarana', layed and 
relished by the entire ‘nal! or 'nad! indicating the Satie: 

Kannada, country as suggested by Sri. Muliya Timmappeyya*. 


Objections and satisfaction ¢ It is thus observed that 


'Nalpagarana’ had become a most popular mode of theetrical 


1. The word *Hagarana' is the Later form of 'Pagararm' and bven 
today it has retained the connotation of "humorous talk’, 
'coquetry! and'cheap acting.' Kumara Vyasa uses the word with 
the game meaning in Sabha Parva - when Duryodhana who bebame 
a ‘laughing <- stock' at the court of Yudhistfira told his 
grief to his father. 


2. Me Timmappayya : Parti Subba. P. 29. 


"4, 


entertainnent by the times of teigtunge and that it must hav 
grown side by side with the earlier Yakkalegana, the origin 
indigenous music of the Yakshas or the music of the South. 
These indigenous modes of the Dravidian theatre mighi have 
been flourishing even before the advent of the Aryane. Two 
objections are usually raised against placing the folk modes 
of Karnatak - especially Yakshagana ~ far earlier to ths 
Sanskrit dramaturgy., For one, that the themesof Yakeanagana 
as seen today are all borrowed from the 'marga! literature 
of epics composed in Sanskrit and for the second, Chat no 
seript of a Yakshagana composed before the 18th century is 
available; = while 2 number of pleys in Sanskrit, and in 
some cases, excerpts of their rendering into Kannada are 
available. At the outset it may be said with regard to 

the first objection, that the present form of 'Yakshazana' 
could not be the game as that of the ancient 'Yakkalagana' 
though with inevitable bearing on it. The oid theme or 
'Yakkalagana', -"*The Music of the South'might have been 

in praise of superior powers, festivals, social habits, 
tribal wars and such others as the ones prevalent in 

the folk-lLore evyon today, After the infuse of the Sanskrit 
literature the Aryan themes of the Epics and Puranas nust ha ¢e 
been immediately accepted for their obvious and rich cramati 
qualities and for their imeense scope for presentation and 
sustenance, The new themes were perhaps thus borrowe. and 


presented through the indigenous and mastered methods of 


1. Ramachandra Bhatta Hasanagi : *Yakshanatakagalu'.p;. 57-39. 


%2 


dence and music. Ata time, when the art of imitation joi ed 
the original music and dance in the interest of vitalising 
the grand dramatic themes, the performance marked a ileviatin 
put evidently became so popular all over the land thut it my 
have assumed the qualification of being the 'Nal Pagarana'. 
Sanskrit, at best brought only a fresh flood of rich themes 


%o the already existing indigenous modes of entertainment. 


The second objection regarding the non aveilabili y 
of the Yakshacana compositions of antiquity could be convin 
cingly explained, for,the folk, or the popular tradiczion of 
preserving its art and even letters has always been oy oral y 
passing if from generation to generation. Even today, not 
all the folk Sonus are written, but they are just sumz, 
tought and remembered. It.is true that during the stransmi- 
ssion of the art from generation to generation, a litle 
part of its personality is lost, and inevitably; tha~- is ho 
the shape of the art is changing eternally, yet its soul 


remaining the same for-ever. 


'Natya' : Several other considerations contribute <0 

the inference that there was a great tradition of drama wit 
the Dravidians in South India far earlier than the acvent 2 
the Aryans. The word ‘naiyat is significant for it has 
derived from the word root 'Nat!' which is purely non~-aryan 
and yet, it is only the word 'Natyat that has a fuller 
meaning than even ‘Nritya' which is derived from the Sanskr ¢ 


root word 'Nrit'. While *‘Nritfa' stands for mere datcing c 4d 
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Nritya for dancing along with acting of emotions, it is 

‘Natya! which has a good proportion of drama on acczunt of 

its including ‘Anukarana' or Imitation; imitation o? dress 

and costumes, manners, methods and evan sane -n addi ion, 
the natya has a theme of its own and invokes 'Rasa' unlike 
‘Nritya' which invokes only 'bhava'.'Nat' and 'Nata are n n- 
Aryan words and it is significant that the term 'Nava' is 

also ms the name of a South Indian clan with which anether 
clan by name Kanna or Karna amalgamated to form the new pe plc 


called 'Xarnatag' who worshipped the Bull and Shiva or Nat raja. 


‘ 


Nataraja 


Nataraja who is an aspect of Shiva is essentiall 
6 Deavidien God and possibly the presiding asity of the cl. 
called 'Natas', Megasthenes and other Greek chroriclers 
identified Shiva, or Nataraja with their own 'Dienysua' 

‘the God of ‘tiie Greek Drama.” The identity is due to the f et 
that Nataraja is the presiding deity of the Indian - and 
particularly the Dravidian drama., These evidences contrib te 
towards the conclusion that the ancient people of tbe South 
particularly of Karnataka had a great tradition of drama an 
a Pap oiaation for it. When in the north, they came in cl e 


contact with the Aryaris during the period of aryanisation, 


t t 
r 


r 


Le Q)B,- SPF 0 of Fj 0H WK Ky — 94? 3099 FO DLT IDL," 
MI AS- WS SSOK TAK Hy ERS Soy Tr estsB mn buy 
Rp Uj a & KO. aQh&s, wArtty Sus DT, 
B. Seetaram. ‘Natarajat Prabuddha Karnatak XXXI-3. p. 6. 


2. Cambridge Indien History : Vol. 1. v. 419 and 42 
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they must heve given something of their indigenous theatrical 


traditions to the invaders, 


Dravidian Contribution to Natya Shastra 


Natya shastra of Bharata is considered the fi7¥ 
Veda. thereby clearly suggesting that it was not in the oarigi- 
nal Aryan fold. Bharata ang his hundred sons (evidently a 
clan) who staged the first drama on the occasion of 'indra 
Dhvajotsava! did not enjoy the same Vedic status as the ‘pure! 
Aryans. These hints also strengthen the inference thet 
the Dravidians might have given their theatrical tradition; 
to Aryans. 'Natya Shastra! itself is said to bear elocuent 
testimony to its incorporating Dravidian dramatic metheds. 
Sri. AR. Krishna Shastri supports the view because of 
the following reasons* ~ 
1) The technique of the Kannada 'Bayalatat the Tamil 
.'Terukkuttam' and the Telugu 'Veethi nataka’ vory 
closely resemble the modes and technique elaborated 
py Natya ghaweea 
2) "A number of strange words that oecur in 'Natys Shastra! 
suggest that it must have taken some Dravidian 'Satva'l*", 
3) Looking at the variety and originality of the Dravi- 


dian wetres, music and dance, one would feel that 


1. AR. Krishna Shastri : Samskrita Natakagalu. nv. 4é 


2. S658 NP (Sy Arey tF 957057 Wary Gop 8 EB 99 605 OEP 08 Kat 
BOR) (BoFKS A Sys? $n 22K eg rhon, FENCED ogms 
— osm Arar OS03 SE B) SUK , $405. Kg? 

Ly F ACS, $3 S65 Keo eegs SohF, Pees, shever 
a HE« SO Qu "RK, Fav syne 5,5 = 


Be Sb - ee 1934, pe 50. 
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they hed e vicher wealth of the art of dunce ni dram ~ 
than the Aryans, In the Aryan’? noneAryan give ate 
take, many a non-Aryan Cod aml Rishi === foun, place 

in Aryan Hieimrchy and so, it ia not improbable that 

the Aryans borrowed elise the great theatrigal tr Jitiens 
of the Deavidians., Once token, they made it cheir own 
by woulding it into a new shape, In other werds 

tne go dulled Marga’! should huve been evalvea oud of 


the contect with the 'deshyat." 


Amoug the sisnificant contributions poesialy omde 
py the antique Drovidian theatre to the Sanskrit Drasatorsy; 
are ocrheps the modes of dancing and music, devotiors.] themes 
and important characters like 'Gootraghara’ and Vidieshsku. 
south India and particularly Secneatck 1s essentially tue home 
of the Bhakti movement ani the goil always had the mea of 
this movement conturies before the'Dagas'came ap pre «hing, 

It is not improbatie thit the Asyans inculoated the lehakei 
margs*® and based their plays on themes of 'thakti' cfter their 
close contact with the Druvidiens, The first saved 91 

the themes of inter Sanskrit pleys thus Isrin Seuth Iniia, 

the hows of the conception and development of tis "“shakti 
Marpat, The folk theatre of Karnateak has etill preserved gave: 
relies of such’ erude porformances of thu ‘dasaa’, t. wae likse 


of which Sanckrit drums perhups owes considerably. 


Sootradhara + ‘Sootraihara’ of the Sanskrit dvaws, oa Lis 


ware sugsceta should be reaponsible for the most lmoortant part 


16 


in the production and presentation of the play but sotually, 
he is not very xuxx important there. Apart: frou his appea- 
rence in the beginning of the play invoking Cods and cenduct- 
ing formalities with the ardience, ho is seldom s¢én um 

the stuoge egein. | Dut ia the Kannada 'Bhagevstara ata’ or 
'Yakshagana’ and "Doddatat of Kernatak, the Shugavata aren 
today justifies the name 'Sectredhara’ for he ics pragunt on 
the stage from the beginning of the performance to the end 
of it. DBhogevata is the virtual Soobradhara having « 
complete contol on the stuge es well as the artist. dis 
contribution is gignificent for he is reaponsible fer 

the movensnt of the play and its aotien. It is the Shagerate. 
who prompts every character into self expreasion, action anl 
donverdetion and In short, he conducts the entire performance. 
In this sense, the Bhagovata of ‘Yakshegena’ is the paal 
Sootradhara. The respensibility and contsibution of 

the Bhagavata seems to have prowpted the Azyans to retain him 
in their plays with the nama 'Scotradhara', but gradually 
they stripped him ef his responsibilities as more modern 
modes like the character himself moking a sslif-introduction 
ani ginging his owm songs - vere introduasd, Ag there 

could not be a substitute for invoking Gods and make 
preliminary introductions to the Kenvence in the beginning 
of the play, 'Sootradharvat hed to be continued oul he was 


confined only to the 'Poorva renga’. 


= Te 
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Natya shastra loid a great emphasis on music and 
dence in the drama, but the Inter Sanskrit plays did not 
ley the same emphasis 6n these - the once 'fundamenial' 
aspects. Lt cannot bé said whether the change weg due to 
the later playwrights’ reéoghising non-Aryan elements in 
Natya Shastra. But the folk theatre of Karnatak hewever, 
has even today in its known form with its Cembeyata, 
Vakshagana, Deddata, and other modes treats dance and music 
as fundamental aspects of drama. The ecarlicat modes of 
the folk theatre of Karnatak must have abtrasted the atten~ 
tion of the Aryans who eagerly borrowed the fumdamensalg and 


gave them their own magic touch. 


This discussion suggests that the antiquitr of 
the folk theatre of Karnatak possibly goes far earlier to 
the date of the compilation ef Natya Shastra, That the folk 
theatre did truly represent the life and arts ot the people 
to whom it belonged is considered in the following chapter 


which exclusively deals with the folk theatre. 
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CHAPTER III 


UR FORK THEATRE 


fhe Folk People: Folk, thé ethnic term suggests a group 

o£ Icindred people forming a tribe or a nation; now general~ 
ly used with reference to 4 primitive stage ef social 
organisation, especially to those emerging from the tribal 
state (Webster). This description suggests that the 'folk 
people! would collectively be the masses of people of ‘lower! 
culture in a homogeneous sécial group, a people bounsed to~ 
gether by ties of race, Longuage and religion: and @ group, 
the great proportion of which tends to preserve its indi~ 
genous and characteristic forms of civilization, custem, aris, 


erafts and tradition unchanged from generation to gereratien, 


Likewise, the on people! ef Karnatak seem to have 
renained a continually see @reup in spite of the in- 
‘evitable change of the individual. The characteristies of 
the group are not much chenged, nor even the complexion of 
its civilization with its inherent and indigmous culture, 
conserved in its pristine glory. The folk of Karnatak ie a 
symbolic monument of the cultural activities of the peopiey, 
thus providing a living document of their past. it is an 
this sense the term tfolk' vith its inseparable connetation 


is considered in estimating its theatre. 


' Bheatre of the Folk: the folk theatre is the theat#e of the 


masses and is also called 'fhe ena Salih 'The Regal 
fheatre! and "The Peoples! Theatre". Thé folk théatrea 
usually reflects eloquently on the of a couiimyts theatre 
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and forms the basic structure for the professional ind the 


amateur stages of the urban erea. It is a live spring which 
continually supplies the ‘elan vital! to its sount-rparte. 
It preserves, rejuvenates and inspires the culiurel achieve- 
nent of the people. It forms the source and supplizs = 
resources for the progress of theatrical art. 

' tReal Indie iives in her villages,' because tie village 
houses the fol with all its tsoft green of the soil: of 
culture, art and tradition. It is the village thai has vro- 
teoted the folk artes- the dance, music and drama ia their 
original _ simplicivuy and cubline glory. Dance, especially, 
is the most original, spontaneous and universal me vhod of 
expression of the joys of lite and that has remain2d@ as the 
treasure of the villages The mainstay of the folk theatre 
is its dance~ be it ritual, religious or secular. 

QOrisin in Rituals: "The origin of the theatre is ts be found 
in the religious and cercmonial ovlt through which primitive 
peoples of all a es sought to promote the wellare of 
the tribe by incurring the favour of deities and placating 


J. fo know the full implication of this 


the spirit of evil.* 
remark of Julius Bab and eise the " raison d'etre ‘ of the 
folk theatre, it is essential to look into the working of 
the mind of the ovinitive MaMe 

The primitive man was guided, possibly more o> impul- 
see and instincts then reasoning. Ignorance of the causation 
of the natural phenomena on the one hand, and the Jack of 
capacity for cogent reasoning on the other, made tre primi- 


tive mam FEAR everything/ ne did not properly urderstand. 


i. ee Bab- Encyclopacdia of Social Sciences. Yol.13. 
De O88. 
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Fear vas the domincnt iastines that persuaded his activity; 
fear, especially of hunger, sleep, sex and evils. Rituals 
when analysed show the effort of the primitive mon to invokc 
the aid of the phenoncnal nowere to get their aseslsimee in 
keeping the four-fold fears away from his doors, cr to offer 
thanks when his wishes were acceded to. There is, »x€rhaps 
no GPilual vbich is not either an invocation or a tianks- 
ELVINg > 

Of the four, the fear of the evil (Bhaya) dominated 
and gave rise to a number of rituals» The ritual was to 
please the ghost (Devve) which was understood to have bean 
causing the evil,or to please. its superior power (Teva) 
which was capable of contro‘ling the ghost. It was natural 
that the ghost, the nmester of evils was much fearec and - 
respected. The ghost,wthe eye of the folk, would express 
itscL? by hurling an carthqueke or a famine or casting 4 
devouring plague. BEovh the individual and the com unsty 
indulged in different Fituals and worships to propitiate 
them in order to ward off ver, famine or G¢isease ord when 
relieved, joyous and grateful festivals of delivermce were 
celebrated. 

One of the most popular methods of humourang the ghost 
or to thank him vas to sing his prayers and dance Dr his 
Glory,;- often to one of their own who was made to represent 
the ghost. It is in this ‘representation! of the ghost and 
in the dance aid music of the community, we see the seed of 


the dramae Even to-day, when mostiy the original fzar kas 


Lo Gran, dn apo Bywosd, 
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made wey to traditional faith, the old modes and criginal 
forms of worship can be traced in the villages of Aarmataka. 
Through their worships, the folk people have preserved therr 
arts and expression; 1% is kere some of the old archaic - 
modes of the exzeting folic theatre aré seen. 

The home of rituals: The coagtel region of Karnatsk, with 
itg thunderous sxi¢s, pourins rains, thick forests and ~ 
dengerous valleys of the ghats, intensely feels the preseace 
of the phenomenal povers, and so, has been the home cf shost-~ 
worship, might be a totemistic relic. Ghost is the presiding 
deity over the des.inies of man in the coastal viliage and 
on sevcral fixed occasions im the year, festive cerenoni¢cs 
enlled Kola’, ‘hena’, *Agcl Gambali Bandi’! and 'Avsana’ are 
celebrated with great eclat. On all these occasions, the 
particular ghost {Dhoota) invoked "possesses! 9 dazcer who 
iS gorgcously dressed for the occasion, aid decree through 
him the destiny o7 the individual and the comnunitz. This 
institution of the ghost worshiy is one of the aldest in 

the coastal region, orobably as old as ten thousand years 
according to Sri Ranganatha Punja who suggests with probable 
evidences that the ghost=vorshin travelled into mie-east - 
to those pre=historic civilization of Sumer, Ur anc Reypt.t 
It is in this ancicrt institution of ghost worship we sec 
the original grain of the theatre,~ in its costuie, dance, 
talking and the very ldca of impersonation. 

Drang in Rituels: The ‘coastal Village has 1ts sacred ‘ghost 


abode! (Bhoota stvhans), 2 small building measuring abeut 


1 Rangenatha Punja - 'Bhootaradhane';Tenkanadu 1947;7nn.68-74, 
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twelve square yards. The only snall door faces sither to 
the Gast or west. There is a swing cot inside the abode 
aid on it is placed a figurine made of brass or bronze in 
the shape of humenbeing, tiger,boar or the bison. The 
priest (Pujari) .orechips the figurine every day, svrinkling 
vater end dedicating red flowers; but the real pomp and 
splendour is witmessed only on the days of festivals like 
‘Kolat. It is on thal cccasion the impersonetor ~ called 
tyeni! is carefully dressed up in. the gorgeous coguumes 
mostly wade of indigenous vegetations. He is also sainted 
. and decorated in strict traditional manner. The co_ogsal 
costume differs in details in the cases of differest ghosts 
though the generel pattcrm is roughly the same. When the 
impersonator comes io the arena to give ‘faith and assuzan- 
ces', he is beheld to te directly under the influerce of 
the particular ghost." The dancing party of men~ aLl made 
up in the traditional massive cootumes with 'gagganat tied 
up to the ankle end sword in hends- called 'Nalke¢ dance 
around 'the ghoct' to the vigofrous Beating of 'farani? the 


traditional drum. Songs of prayer- 'pad—thane' (prarthane) 


H 


are ‘sung in high pitched chorus- all in praise of “he parti 


cular ghost. 


1 That very similar figures are discovered in the sites of 
Mohenjodare is simmificant. 


2 There are many ghosts (Bhootas). The prominent nale oms 
are Annappa, Jaranteyc, Posa Haharaya, Magrandape and 
Kalkudu while the female ones are Ultaldi, Jumaci, Kallur- 
ti, Raktesvari and eanjurti. The most ancient, powerful 
and feared ones arc Jumadi and Panjurli. 
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The atmosphere will grow intense with the farcter 
tempo of the drum-beat and the dance of 'Mani' ane the 
*‘Natke?, It is then thet 'Mani' will be possesseé end 
he speaks under the spell of the ghost. The whole thing 
is the new ereation of an unearthiy art, full of eroteague 
&randeur and tension.” The verdict of 'Monit is respecte 
fully obeyed and the 'Bhootasthana’ has remained « hignily 
respected and strictly obsyed institution in the mastel 
village. : 

fhe point for consideration in the context is the 
very basic idea of Lmpe rsonation with costume, damce and 
the act of rousing a sentiments; a sentiment of hersisn 
worked out by the ferocisus dence of 'Mani' whose shole bedy 
is enployed as a harmonious moans of expression. Though - 
devotional initially, the dance vigorously works iitse - 
climax of valour and it suggests that. one stage or the 
other, the folk dances, including 'Yakshagona’, the veak 
of the folk theatre have taken their basic pattems from 
the 'Bhoota’ dance. 

Sri Muliya Tinmappayya considers in addition, that 
the make up and costunes of the ghost impersonator has 


imprinted its influence on 'Yeleshagana’.* 


L  Arknom® Em He : Wem SHA Hag woeNnddy, 
Boat WaYSow MAB WHS CoSSy Fos 6 VU W SATs 
R Ose Fost Wow SsegrmMMB.... ” 7 
BHT MM LHAS HIV, Sows SS Aye neo 


2 Muliya Timmapnayya: ‘Pancha Kajjaya' (1927); p.é6. 
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Ghe crow called 'Batlalu Eirecta' worm by deions 
aid the 'protienayaka' in Yaksnagena which scem tc huve 
evolved from the head-drcss of ‘Meni! cupperts hie inver- 
ence. The indigcnous colours called ‘Karadals' ani - 
‘Ingalecka’ used for centuries for the make-up of ‘Mani? 
of 'Bhoova sthana? are also ased by the Yakshaganea artist 
for his make-up, und thirdly, the procession of the 'Phoota! 
end the 'Bhetalsa' surrounded by the sinsing "Nelkcs'! would 
give a highly sinilar picture to that of the court seene 
in Yak shagane These hints suggest that the oldest avail- 
able vituel dance of the coastal tract of Karnatak hes 
provided souc of its aspects which have become fun lanen= 
tals of Leter folk entertainments 
NAGANRITYA: The extant Form of ' Naga Nmitya' (Cobva Dance) 
of the southern constal tract of Kamatal reminds :nt of 
the toten worshie of ancient days. A clees of peop_e who 
ave serpant vorshinners have great faith in the coora, which 
like the ‘ghosts' animates the devotees. 'Nagana Patri’ ia 
the specialict daneccr who impersonates the cobra. The way 
the dancer moves his limbs, the way he twists and sume his 
body into wave like movements of the serpent, makes one 
doubt his having eny rigid and brite pones.* Narszyana 
Itel of Kota is said to be one of the pastmasters in the 
art o£ the cobra cance and when performing "he looks a 
perfect King Cobre (Kalinga) with his fast rhythmic move- 


nents and suppic twigte. 1 


L Negauriiya bas a rare combination of power and lenoty, 
and this folk-node is reproduced by dancers like Rama- 
Sopal. 

@ Shivarana Karenth- ‘Nucchumenassine Hattu-mulhasalu’- 

Pp» 24, 
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It is said that while 'Naganritya’ is performed with 
essential animation, real reptiles would come from some~ 
where and present before the dancer awaiting his dictates. + 

'Nagamendalit is the festive occasion when the Raga 
dence forms a part of the worship. The arena is traditionally 
decorated with ‘rangavallit and is made up for the perfor- 
mance. The dancer paints himself and comes out in che well 
matching cogtune to create a perfect make-belief. Other 
vorshippers start singing and dancing around the '-atri' 
to the wild accompaniment of drums, and then he joins 
moving about the decorated ground slowly, and then. when 
the eating érun, the singing voics and the dancin= steps 
work him up to a tension, he is animated to show the miracle 
of his performance, all too stup efyring the spectater whe ¢ 
lifts up his hands um devotion to God Cobra. 'Nagarritya' 
like the 'Bhoota Strena’ is a ritual dence-drana tkat is 
carried dow fron the dim distant past. The eaphasis is 
not on entertainnent in either case as the spectatcr is 
invariably the performer also. It 1s very likely thet the 
‘Nagendltya' alse has given to the ovher folie arta inclading 
Yeksharena, the notif of its dence, notion™ and also its 


indigenous musical instrunents. 


i Kumara Venkeana~ 'Bharatada Janepada Nrityagalp'; p.3l 


2 Tho original cence 'in vich every motion sas a word’ 
as a fom of cxpression has “so completely perished that 
it is diffieult to reeall it even to the imagination; 
modem dancing hes nothins in common with is but motion". 
i, Wetabie~ Short Studies in Literature: p.160. 
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"Even the costumes of some of the 'Naga melas resenble 
the ones used in Yakehagena™. Both 'Bhoota Sthan ' and 
iNagenrityat have rerained from times immemorial as the + 
basic institutions of the folk theatre- with their imper- 
sonations, dances, makc-up ed costumes. With the full 
play of the rhythm end its fruitful results, they mitiate 
their devotee-cum-spectatersinto q wild ond curious exper- 
ience, make thea forget themselves, relieve thes o3 their 
toil and move then over to a havpier world=- thus fi1filiing 
me of the fundanental purposes of the theatre. 
Drama in Dences. Uarnatak has a rich Llesacy of folk dencaes, 
most of them ritual anid many of them dramatic. The 'drametic 
dances! are particularly colourful and impressive teeause of 
the costumes end make up of the participmts. Beating drum 
is the inevitable accompaniment vith fast and chanriang - 
rhy thas, The real 'dramatic' is noticed in the donee when 
the group divides into two camps, one replying to the other 
either in music or in dance nattermms. They cannot cerrvme the 
Pull role of drame. Phey miss «a chiselled plot (thaush some 
of them Like ‘Noalekudlyeva Kunita' and 'Paravyantare Kunitat 
heve their broad themcs), rehearsed dialogues and sls a non- 
perticipating sudilence. They still fulfil a fundsmental - 
purpose of the thertre as q successful media of self expressicn. 
They have also convributed patleme in music and damce, - 
inetruments, castumes and methods of make-up to the folk 


dramae 


5 


1 Shiverane Kerenth: 'Yakchagana Punerujjivana'’- Karma 
Veer~ Annual, 1949. p28. 
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Coastal tract: Prominent dramatic dances of the coxatal 


region of Karmatak are 'Holeyara Kunite’' and ‘Harira - 
Shikariyar Kunita', both community dances with char sing 
thythas and meaningful tut monotonous movement and festi- 
culation, jReneyara Kolate- the emotional dance of the - 
community in two canpay and Kudiyara Kunita~- the yer~dance 
of the tribe called 'Molekudiyas'. The last is a typical 
dramatic dance with its intense movement, music ac fully 
developed sentiment of heroism. The beauty of all these 


dences is in the s¢li-abandon of the participants. 


North Kamatazs Scene of the dramatic dances of North 
Karmatak have pronounced themes or even clear cut clots. 
‘Paravantera Kunita' (dance of the Pramathas) is ome such. 
on the occasion of the marriage of.a son in the family 
aligned to God Yeerabhadra (particularly Godachi Vesrea- 
phadra), five persons carrying earthen pots with live (foal 
will go on in procession and the ' Paravantas? perDm = 
dances before then. The 'Paraventast, are dressed uo like 
'Shonkhadayya’ with fri shula'” in the hand ana jdan ze - 
vigorously. to the accompaniment of the double drum stalled 
'Sanbalat. Dheyspeak out riddles on the life of Veerabhadra 
and answer them rcecitatively to the joy of the spectators. 


a» 


. 3 ' 
L %.S.Karanth: ‘Nenma Nadina Nrityagalu~ Sanbhavene:.p. 417. 


2 Their holding the ‘Trishvla! end following the fiith of 
Veerabhnadra is said to indicate that their's 18 2 faith 
much preceding Veerashaiva cult, and belonging te ‘Pashu- 
pate Partha’ which is clesely releted to Shaiva Pantha 
of Kashmir. 
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Another important dramatic element in this dance is the 
presence of the jester who throvs fumny riddles for the 
emusenent of the people gathered. Thus, in this dance there 
is a thene based on Veerabhadra, a sentiment of heroism, 
humour of the jester and alow a crowéd of non-particivating 
spectators. 

Yeeramukha, a festive commmity dence of the Kshatriya' 
tradition has aleo a thene of "winning a bride after the - 
patile®. Pais is a war dance in whach the men of al the 
‘kshatriyat families of the village varticipates 'Feerg-~ 
mukha’ is an impressive celebration on the occasior of a 
marriage, full of symbolie action. The dance rouses the 
sentinents of veexe! and sringara' with varying pattems, 


Vigorous and colourful. 


fhe art of acting and articulation has been better 
achieved by the pcrfommers of Ellamnana Kunita by thie 
followers of Goddess Bilamma of Saudatti in ._Belgauadistrict. 
@he dancer usually has on her head,a big bronge pot full of 
water with a facc-mould of the Goddess tied around. The 
artist dances to the accompaninent of the indigensus musical 
instruments called 'Tuntuni' ond 'Chaudiki' singing in praise 


of the Goddesses Dabti Afs, alse called 'Beere Dewars Kun ita’ 


> 


o 


1 Shepherds who perform the ‘patti Afa are dressed in tight 
trousers, long coets and head-dresscs with 'Turerit, all 
in different colours and they hold pieces of coloured 
cloth to wave in accordance with the intensity of the 
daricee 
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and Oggarea Kunita (Vyaghrayyana Kunita) are two other 
prominent community dances full of dramatic elemenis in 


them with colourful costumes, make-up aid music. 


In Mysore: Anong the dramatie dances of Mysore, ‘Rangada’ 
Kunita! 'Nendikol Kunita}'Veera Makkela Kunita! 'Veerabha- 
drang Kunita} 'Garudi Bombe! 'Koleta'and ‘Mari Kunita’ are 
prominent. Among them the‘Kolate’ is the only commurity dance 
that has a group of chorus singers which resembles the chorue 
party of 'Bayaleta's The colourful make-up and impcsing ~ 
costume is the speciality of 'Veerabhadrana Kunita‘, wherein 
the impersonator of Veerabhadra with his red plaitg of hair, 
crown end beed necklaces receives devotion from his followers 
and dences vigorously shouting songs and stories ir praise 

6f£ God Veerabhadra. The beating drum accompanies him as in 
all the other dramatic dances. The only folk mode where masks 
are worm is 'Veerea Makksla Kunita’ wherein three oz four per- 
formers put on masks that bear glaring expression cf pride, 
joy or valour and dance like the warrior-soldiers. ‘Garudi 
Bombe? is a huge bamboo structure in human form usteally 
twelve fect in height, painted end dressed up as a nan and 
womans, — Such huge human figures which are light in weight 
are bore by individuals who dance to the beatings drum. 


Others are mogtly community dances and renain dramrtis 


1 Performers of Oggara Kunita of Devaragudda wear long 
coats, tight nickers, waist belts (Kanchi) and dark 
woollen blanket. A rope with bells tied at # either 
ends is left hanging from the shoulder. ‘frishula’ and 
'Demaruga't are held in hands. They are also said to 
velong to the 'Pashupatia Pantha’. 
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because of the special costumes, chorus music and rousing a 
sentiment with dance in varying rhythms. In every dance it 
is "the sheer excitement of rhytha (that) caught their 
(perfomers’) simple imagination od they were given 
the joy of their own strength end movement, the jsy 


ofr creation. ® 


These ritual dances are essentially dramatic. The actor 
experiences a state of scif-abandon and gets the treble thrill 
of creating someshing in kimself, which was other than him~ 
self, communicating it to the audience and to the Gods. In 
spite of the absence ok the spoken word, these dramatic 
dances haye the fundamentals of the folk theatre in their 
dence, music and gcsticulations but yes, they cannot assume 
the role of a drema for they do not neen ceriering mtertain- 
merit, but only ain até fulfilling a purpose or 4 conmitment 
to the supematural povers. In fact, the spectator hinselt 
isa periormer in tne majority of them. Yet, the dramatic 
dances, even without/regular theme, prose dialogues end orgs~ 

nised method ot presentation do fulfil some purpose of the 


theatre by rousing a sentiment and crealing a dream land. 


fhe spoken word: Dance first and then music seem to have 
laid the foundabion of dremas bat the superstructure was 
bvilt by the spoken word. In its evolution, the theatre 
has shifted the emphasis from the original fundamentals of 
dance and music to the spoken word. The real drana and the 


yieu drama as we understand to-day was obviously born at the 


4 Hulk Rej Amend: The Indian Theatre~ p.1S. 


91 


tames when gestures vere accompanied by words. The folk 
theatre of Karnavak has preserved some of the earLier 
fashions of prose drama; earlier fashions wherein the 
monologue and the dislogue formed ie eee 

ff for the entertainment and enlightenment or the 
urban society, there is the 'Puranika', 'Xeerbanakarc', 
‘Pravachanakera’, 'Jangema’, 'Bhagavata’, 'Kalajnanit and 
'Gamalci' to imserpiet and illustrate the epics onc often 
tO impersonate Lncir heroes, there is, for the entertain- 
meat of the folk, the Gorayve (professional bard), Gondaliga 
(professional bard,singer in praise of Goddess Tudja), 
Jogi (devotional dancer), Kabhegara (story teller), Hasya- 
Zara. (Jester), lietluva (actor), Nekal: (numourist; and 
Bahuerupi (Imltator). These perfomers belong to ssecified 
heated) specialised im particular professions whica have 
given them their nanes. They usually, but inadvertantly 
speak only the 'drenctic' language' while lapersonating 
others. Many of them like 'Nettuva', 'Bakuroopi’’, 'Nekali’, 
and 'Hasyagorat usvally wear speciel dresses also, while 
some others like Gondsliga, Jof#. and Nakali often spesk an 
imaginary dialogue between two percons. “Maramma', coumonly 
seen in the eastern tocle-land and Mysore can be cited as an 


exemple in this regard for speaking an imazinary conversation 


1 The *Bahvraei'! is said to have been nopular in Maharcostre 
giso. "It is said that a Bahuroopi onc3 went to the Gourt 
of Aurangazeb. He was ordered to imitate a tiger. This man 
who wanted to revenge a relative of tne King, tilled hin 
while aching “uS a Giger. The King is tien said to have 
asked him to imitate 4 'Sati' and burned him alive®. H.N. 
Dasegupta- The Indian Stage. Vol. IIIf. hage.190. 
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which is highly drenatic. | The seeds of the fundanentale 
of the drama cen be seen again during the 'Maharmnavani' 
festival when boys divide themselves into two grovis - 
challenging each other in the entertainifig 'Genga-leuri 
Sanvada". A step in advance, there is 'Kole Basava vhost 
performance is built on a planned plot. the trained bull 
{Xole Basava) ond his cow carry on signal conversavaions 
as between ema and Sata, and their gesture-langusere is 

in te roreted to the spectator by the muster-traine=. often 
the mnimals themselves synchronise their ‘acting! mth the 
gongs and speech of the trainer. Usually the story starts 
with the harpy Rana md Sita in the forest- Rama gces to 
feteh the golden decz and then comes Ravana who takes away 
Sceta and ultimately in, the fight, Rema wins over Lavana. 
The performaice is usually done by two bulls, a cov and a 
calz. The calf plays the role of Lakshmanr and alse ~ 
'Vidushaka' provicing a good deal of humour by his funny 


actions and behaviour. 


4 fhe man who impersonates 'Maramma! carriey a uentap’ on 
has head with a decorated image of the Goddess of ~- 
olagued. His woman accomnenies him beating tise drum. 
When ih the roads-meet, -he places the‘nantar down and 

iwhips himself he will be'posscesed'. The wife of the 
men then questions the Goddess and gete replize: 


Maestions Qmmea Deseo Brcd Wess ~NeS3? 
Realy; Bans BManwW OO vara ano’, 
Question: SAH wneary FYI ado Ss 2 
Reply: gGu deny astkas vrany 


? 


te 
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The 'Hageluvesreda Ato' even nowy occasionally witnessed 
in the Mysore Village brings a group of persons in f.1l make- 
up and costumes of mythological and historicel personalities. 
They go from door to door staging dramatic scenes asking for 
almse The Jogi (and Kinnare Jogi) and the Gondeligs, both 
dedicated devotees of Goddesses Ellemma and Talsja Bhavani 
are seen commonly in the villages of North Karnateha, - 
singing songs, telling stories end performing “one ‘an 
shows" before hones. The accompanyist to the Gondsliga 
acts as a 'Vidushaka’ with humorous remarks appropriately 
interspersed in the tdramatic' talking of the main performer. 
The Gondaliga performance has also qa good drematic frane work 
for, he opens with a prayer (Nandi) in praice 2f the parti~ 
cular Goddess and then, sings in praise of the regisnal 
deities. | The main story follows and is represented in song, 
prose and consiticrable art of gesticulation. The main per- 
former often has jingles tied around his feet end dances 
appropriately to rouse the sentiment of 'Veerat or Srings- 
rat. At the end of re story, there is the prayer sang again, 
the iMangala' to thank the deity for making the per-ormance 
A succe gS. 

These relics of the mediaeval modes of the Karratak 
theatre still linger on in the villages to be eloquent of 


the early usage of dence, music and the spoken word ‘to make 


4 The song in praise of Kikeri Bhistamma,a goddess 
of Malnad runs as: 


FASS wWyosod MH WAs eyorods Ni 
Mo Kwod aw yoss O MT Be - wo Weve MA) 
VOOSSoA IyosodN May A Savawas 
Mos. WAS svSuTs CToRAEMD) 
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the performance dramatic. The emphasis was gradually 
shifted from the dance to the spoken word. The performance 
still remained larzely ritual, and though gained c hazy 
francs work of the drame, 21t did not follow any rul< of 
decorum, orgenic construction nor consistent characteri- 
gations Often 1% vas a curious inter-mixture of cmide 
farcical device and coarse jokes; still the significant 
was hit by the spoken werd, vhich marked the birth of 


drama in these fone man shows! . 


Crude Presentations: 'Dasarata'~ Among the village enter- 
tainers, the class or caste of 'Nattuva’ is aigmificant 


because it refers to the communit; of actors. The ‘Cheravu 


Belgal'? imscriotior of 3514 A.D. mentions the gran’ of land 
to the daughter of Nattuva Timmayya and to Nattuva Nagayya 
evidently on the occagion of their marriage. ‘Nattava', the 
Kamada word is commonly used in the village to this day, 
to indicate en actor. Nattuvas were also called Dasa s. 
They used to eain their living by steging vlavs on festive 
occasions aid jatras. ‘Dasara ata' is not found in 

Mysore nor in South Canara. 

An important feature of 'Dasarata' is its chorus 
consisting of both men and women singers, unlike im any 
other mode of the folk theatre including Yokshagane and 
Doddata. The perfomance is one in which both the Hennu 
Dasas'(women) and *Gandu dasas' (men) take part. The 
leading lady of the chorus later plays the heroine on the 
stage. The hero of the play is called 'Goddi Bheemenna’ 


. end the jester- ‘Javari'. There as no particular tkeme 


fin 
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in 'Sasarata'. After an invocation and introductercy 
talking by Goddi Bheemanna the show opens with a song 
and dance by a subordinate female character. After her 
exit, the leading lady of the chorus who is the heroine 
enters/the traditional costumes and receives a great wel- 
come Yrom the chorus. After a song and dance, she 3peaks 
4o Goddi Bhimanna, the leading male member of the shorus. 
The conversation moves around the theme of love ani the 
hero expresses his love quite erudely and the hero:ne 
promptly rejects him; but the rejection is not prestipitous 
as it only inggurates the real drama of the keen azgunent 
betucen the here and the heroine each in surporl o? his 
and her stend. Reclis of songs and sayings including Javadi, 
Dasara Pada, faveni and Vachana will figure in thi; long 
argument. The jester is always there providing a Tunny 
tvist, @ crooked sum or even a vulgar touch to the ergu- 
ment of the hero and the heroine. The performance ends - 
after a usual run for four or Five hours withovt e_ther the 
hero or the heroinc yielding to the other. 'Dasara sta:ful- 
fils another fundanental denend of the theatre for 15 hag a 
collected audience to witness and enjoy. Still, it Lacks 
a regular theme and freme work and hence the prevailing 


proverb that Dasara Ata is not a real ‘uta’ | 


In spite of the proverb, the performance thritred on 
evidently for hundreds of years and became so popular with its 


weelth of entertainment, information ond humour, tliat when 


1 wmSmed Gensy,- ed ows ones Betgeri Krishnasharma. 


iNamma Janepada Natya Bhoomi'=} Jayanti. Feb.19'2. p 353. 


96 


teans of Dasara ata performers visited Maharastra, it 
scéems to have been readily accepted and adapted by the 
Maratad Stage As @ result, similar performances with the 
same characters and characteristics called 'Pamasha’ came 
up in Maharastra. Vhen in full swing, Tamashe becaze such 
a popular and poverful theatrical mode, that it aszumed 
the role of the most successful medium of politica. and 
cultural propagenca in Maharastrae It thrilled and enthused 
thousands into vigorous action against the alien riling 
powers. Tamasha could provide scope for such a pro agenda 
for it did not have a theme nor a rigid frame work. 

In amas, the Marathi version of the Kennad2 Dasara 
Ata, the hero of the original Goddi Bheenanne came to be 
called 'Galfoji' and the heroine- Radha. The jeste> Javari 
came to be called 'Sakharam Tatys'. Maharastra gave its 
magie touch to the Kannada Dasara ata and made it acre 
refined vith fashioned music end hilerious hunour. Years 
later, when Tamacha became the most charming of ensertain- 
ments both of the villages and cities, several of che 
Marothi teams visited north Karnatak. Kamatak eagerly 
accepted it back, adapted it into Kannada and named it 


Radhana ata after the name Radha, the heroine of the Marathi 


perfomance. 


Radhona Ata: Radhama ata, which in course of time, ascumed 
another nane~ Rajima ata, retained the method, manrer and 


music of the Maharestrian ‘Tamasha'. Its song-styles cane 


T G.R.Dandavate: ‘'Maharastra Natyakala va Natyavengmaya'. 
(Poordvardha) p. 15. 
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from 'Chhakkadat, ‘Kayvwali' and 'Lavanit. Violin and Tabla, 
“fee musical instrumnts that accompanied the original Dasara 
ata came to be replaced with 'Sarangi' and'Dhappa!l. The 
only factor that remained unchanged was the dominant 
sentiment of LOVE, Whether it be 'Haradeshi' (or Tarai) 
that ended with the superiority of woman or 'Nagesni' (or 
Kaligi) that accepted the superiority of man, Radhana ata 
thrived gloriously on account of the love-theme, <=t is 
found in the villages of north Kamatak to this dar. With 
its chorus, improvised talking, recitative poetry and the 
humour of the all pervading jester, this mode of tke folk 
theatre did satisfy to « considerable extent, the elains of 
qa fvli-efledged drama. The performance Was so 20pular that 
every village in north Karnatak had one or two tro.pes of 


Radhena ota twenty years ago. 


Defined Frame vork and soczal themes: The romantic form 


of Radhana ata instired romantic themes and hit ancther 
mark by bringing dovn the performance to the social plane. 
The departvre fron the mythological theme is particularly 
significant, as the change was first done on the pkaiforn 
of the folk theatre- much earlier than even on the platform 


of the professional theatre. 


Prominent anong the social theses are*Rupasingana ata,' 
f Hukkunda~Govinda’ ond 'Sangya Balya.' As is typical cf the 
folk-lore, the outhors of these plays are unknowl w-day, 
though the performances themselves are just as old as about 


eighty years. Al. the three plays are believed to have been 
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based om cold facts of life mé each one of them _s 


typically romantic. 


‘Rupasingana ita’ deals with a married soldier Rama Sings, 
felling a victim to the charms of a married girl Tamalakehi 
when avay in a diffcrent city md neglecting his aw wife 
Gunavanti and son Rupa Singa. When the latter wert to him 
and entreated Rana Singa yielded and decided to eet back 
to i hone town. This decision infuriated Kamalal shi and 
she ee ee one night, Learning of the tragedy, wife 
Gunaventi and son Rupa Singa appeared on the scene again 
and sang prayers to God, Their prayers were rewarced,for 
God came in the garb of a sanyasi and brought Rem: Singa 


back to lite. 


“wukkunda-Govinde deals with a love-thene again. It is about 


tuo devoted friends, one of whom fell in fast Love with the 
wife of the other. fhe resulting complications ensied when 
the friend made an offer of his wife for the sake of friend~ 


ahips 


‘Saneya Balya' is also around an illicit love-affinir between 
Sengya, an arigtocrat of the village and Ganga, th> young 
wite of a cultivator; a loveeafiair which resulted in the 


murder of the former by Irappajthe husband of Ganga. 


The performances sustained well with their amerous 
songs-and. exciting dialogues. Shere was not much of make- 
up and costumes in these plays as they were on soc_al thenes, 
A chorus conaisting of about eight sinsers renained am ~ 


essentiality. The speciality of the performance was the 
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theme itself vhich merkeé an advancement in the folk- 
theatre. The deviation from the mythological was sadden 
and ‘reyolutionazy'- particularly on the folk~stage, wut 
soon the social tucies became very popular and ceveral 
sroupes including vhe proficient troupe that came from 


Gule@gudd staged them extensively in north Kamateac. 


These plays painted love with its dangerous aspects 
nagnified. Anything excessive had te meet a punishment in 
the conservative folk eye amd'so,murder and death became 
inevitable in them. The rituel tendency still persisted 
when Gods were brought dowm to revive the dead ints i.fe. 
indeed the plays have a moral undertone. To the folk ~ 
audience they appealed for their informal presentation, 
the very voluptuous there and the comparatively erade and 
sometimes vulgar acting. The plays have good poetra set 
into charming native tunesbut more than the music and morai 
tone, 16 is perhaps the presence of a lady on the stege 
as the central fisure of an emnorons theme that sustained 
the play azd made it popular. Still the performanc? proved 
to be a link betwcen the encient and modern phases of the 


folk theatre. 


The Puppet; It is hwmen tendency both to imitate aad to be 
pleased to get amitateds the result of the latter -s the 
entertaining nerformances of the 'xole Basave-! the trained 
bull, the monkey charmer, the bear blayer and the Like, whick 
are still seen in the villages all over Karmatak. Being “not 
satisfied with the standard of the animal's imitatlon of man, 


the artist with a kecn sense of drana, created the suppet which 
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held the stege from times immemorial. In the wor@s of 
Jan Buesel~ " Punpets have been known from early times. 
Wo country or date can be given for their sirth. 
_ They appeared in ancient Chinese religious cere- 


monies, in Indian magical rites and have been - 


discovered in early Esyption tombs. "1 


The origin of the puppet show in the coastal tract 
of Karnatak is seen im a number of puppets placed in the 
temple-car and also in the age old 'Bhootasthanade Bendi' 
that are dravn in vrocession on festive occasions. "These 
puppets exhibit their compassion to their ¢evotees 
by devised Sestures. n& fhe puppet is called 'Sootra- 
da Bomba’ and 'Gombeyata' in Karnavak and bears literary 


veferences from early times. Kenakadasa 2 


and his tontenpo~ 
rary~ Purendaradasa 4 of carly 16th century have @rawn = 
analogies to the muppet in their compoSitions. Ratuakara 
Siddha mentions oF the puppetteers among the artists that 


visited the capital of his hero~ Bharatesha Chakrasarti. 


Several inscriptions, one of 7470 A.D and the othe: of 1521 


A.D. Clearly incic.te the pooularity of puppet shows in the 


1 Jan Bussel; fhe Minpet fheatre- p.13 

2 Muliys Timmappayya: Pancha Rajjeya (1927) p.46. 
3 Bols-TaYs MydTW Tow Sargasso ” 

4" novos SaasG Omacws,” 
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tines of Vijayanagar. | These evidences indicate tle 
existence o£ the puppet shows in ancient Harnatak. Some 
scholars consider the vupoet to be the most anciert 
theatrical mode in South India, which must have supplied 


the name 'Sootradhara' te Sanskrit drama. 


The puppetteer is virtually 2a Sootradhara,for he 
controle the movyesents and actbions of the puppets vith the 
threads tied to their movable limbs. He also supplies 
words and songs to his miniature which is a decorgted dell 
made of wood and Grcessed in colourfvl tostumes to represent 
mythological characters. The hands, feet, head, fiagers 
and even the lips of the doll are manipulated by means of 
strings or dark threads (sootra)ito movement aid exprescion 
of a sentiment, synchronising with the spoken word The 
puppets are made to perform some folk dances with flawless 
rhythm. AIL this calls for ‘4 meticulous training and practices 
on the part of the puppetteer, who, with the threads hald in 
poth the hands, tound to the wrists and sometimes reid ~- 
between the teeth, engineers his miniatures inte perfect 
human movement anc expressions. He will have to possess 
a grand sense of the dramatic and be an intelligens ventri- 
loguist to supply vyords in differen. voices to the different 
puppets. Gace ‘the balence and perfection 18 achieved bet~ 
ween the spoken word and action, the puppet becomes a living 
being capable of ~calistic and delicate moveaents,7ull of 


intense action md emotion. Sri Mudavidu Krisimaras recalis 


1 BA.Salatore: Social and Political life in Vijayanagar 
Empire. Vols ti~ Pe LS 


i 
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the effect and cranteur of one such performance} 'zrishra 
Parijata' dealing with the Love and jealousy of Sasyabhama, + 
GQueen of Vishnu,and praises the avundant artistic skill of 

the well-known puvpelteer- 'Gombe Anantapra of Be-soum'. | 

afhe puppet that vas the Lloveestricken Satyabhame éislodged 
all the ornenents and serewed off even the delicate 
nose ring with its om hands. The pathetic and 
poverful curses of Satyabhama on the Lord Creator 
and her expression of the bitter pain of separation 
was So touching that she used to make the audisnce 
shed tears." When such efficiency is achieved, the 

gudieace forget themselves for hours under the svell of the 

puppet when * the male and female, child and adult, high 
brov and lov brov, rich end poor all fall “sr its 
chaz". 

As obtained in reccnt times, the puppet show in 
Karnmatek- with ifs dance, music, chorus, themes, rethod 
of talking and the manner of procedure closely resenbles 
Yakshagana and Doddata. Themes are usually drawn from the 
epics and the comnosition is in poetry- which will he - 
interpreted im prose during the performance. Some of the 
most populesr shove tnat held the stage were ' Vateala 
Harana','Sri Erishnea Sendheanat, 'Krishnarjur Yuddka', 
Subhadrakalyen! aud ‘Ravana Samhara'. There would often 
be aS meny as ten puppets (menipulated by four or five 
persons ) at the sane time on the stage and the show would 


normally run for three to four hours. 


1 Mudavidu Kristnaraco: Jayakametak—XIT.11.p.27 
2 Jan Bussell: The Puppet Theatre. ».16. 


eo. 
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In order to bring about the effect of;illusi mM; 
the stage of the ,uppet is so devised that the manipulator is 
concealed behind a drop~curtain. It is in the for:grownd 
the puppets which are usually about two feet in height 
will perform the histrionie miracles, which will >5e shown 
up by the rather ¢cin Light. | It is behind the curcain or 
at ene end of the platform the Bhagavata will be seated 
vith his musical accompalinents~- ‘tpungi' or 'Mukhe Veena’, 
Mridanga and the Dhol. The puppetteer does all th: talking 
and sings also along with the Bhagaveta, synchron_sing the :3 
song vith the dance and movement of the puppet. 


The puppet heid the stage for years as one o> the most 
popular modes of the folk theatre of Karnatak. No festival 
or jatra’ would be colourful without it. For scores of years, 
the art of the puppet was the expert monopoly of the learned 
Brahmins of North kamoatak md usually, their families took 
their names after the puppet as the 'Gombe' family. Bapu 
Ramachar Pandurengi of Ranecbennur, now in old age was one 
of the reputed puppet players of Karnatak- like Ganbe - 
Anantachar of Belgaum. Some of the villages of Chitsldoorg 
md Bellary districts in Mysore and towns like Zaz jigi, 
Ranebennur, Alur, Kurvetti and Hangal in the nortk Karnatea.: 
are the centres of the great art of the puppet. Ore a 
nost popular ond influcntial art of Karnatal, the puppet 


is fast receding into the far background to-day. If not 


7 The petromax has displaced the kerosine lamp amd has 
taken away most of the mystic grandeur of the per- 
formance. 
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revived,with it Karnalak loses one of its most colourful 
and encient modes of folk drama full of skill anc fell of 


entertainment. | 


The Coloured Imase: Though not as perfected and sopular 
as the puppet, the perfomance of the coloured image 
called *fogalu Bombe! was a much liked mode of the folk 
theatre all over Karnatak and particularly in the easter 
table/land. Unlike the puppet which is a four dimensioned 
solid figure with chiselled features, costumes aml deco=- 
rations, the Togalu Bombe is sm unimpressive piece of 
decorated leather to the plain eye, but the miracle is 
performed by its shadow on the screen. The leather puppet 
is mafe of .-tanned leather, beaten thin as to be highly 
transparent and cut into figures. Highly artistis colour- 
ing end decoration is made om the leather fisures with 
meticulous care, to bring out the costumes in several 
colours. Thus, usually "the image of Hanuman with hie red 
face will wear a Sreen loin cloth and a head-crowm in 


yellow and ret." 


fogalu Bombe is the specialised art of a parvicular 
‘low class' nomeds called "Kille Ketas". The entire family 


goes to make the show. Behind a thin white screen a feirly 


1° The Panjore Brothers thrilled therr audience: in 
various centres of the South and also in Delai with 
their puppets. They are creating a flare for the 
puppet and have show that the skilyful art will charm 
ever the modern times.' The Tanjore Puppet show~ The 
Hindu Weekly Review. 3.5.54. 


2 §.V.Srinivasa Rao: ‘Grama Kale Mattu Sahitya ; 'Sobagina 
Sugzi'~ Mysore 1449. p.4 


> 
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poyerful light is kent, and the manipulator fixes th: 
leather figure on the sereen ( and some times holds it by 
dong nd thin sticks) end vith thelneLp of strings o: thin 
sticks he moves the fisures and its limbs so cleverly that 
on the gereen,, the coloured image walks, dances, fights and 
even acts appropriately in symphony with words of tae mani~ 
pulating master. Song and dialogue of the male figare is 
provided by the leader while those of the female figare is 
done by his voman. Chorus songs, war cries, loud excle- 
mations and the backsround accompaniments provide a perfect 
packground for the »lay of the coloured image and when done 
well, it should resemble a fast rumning tecmicolouz filn, 
so much so "when en old man from Dharwar witnessed Zor the 
' first time the cinema show, he at once declared~ 


'this is our Kille Keta play."4 


'ogalubonbe! is a colourful art in the hands of an 
expert who can make his images live and perform mireclea 
for the audience who sit in front of the screen. A Suli- 
fledged perfomance based on a mythological theme wculd 
show on the screen humen and animal figures in fantestic 
attire, moving, dancing mda performing -acrebaties 211 in 
close synchrony with the background music and words provided 
by the chorus and the manipulators. Battle scenes with 
moving armies are highly impressive. This art provides 
a @reat scope to show on thé sereen the fantastic, the 


1 K.G.Kundanagar: ‘Development of Kannada Drama’. 
Je B. B. RAS T¥-pps 373=+322. 
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aymbolic and the grotesque. The figures are especielly 
made with meticulous care to give wild apoearances and 
movyenents. It cen give gq real experiace also, ar exver- 
ienee that cannot he had on even the modern stage with 
all its anenities. " In the play ‘Lenka Dahana’ cf fogalu- 
bombe, Hanumants leaping across to Lanka vas 2 


periect experience to the spectator. "! 


The art of Togalubombe enjoyed great religicus and 
entertaining significance for centuries in the Kamnads 
land, particularly in Worth Kamatak ond also in Kolar 
end Chitaldoorg districts of Mysore. It was a tire honsured 
tradition to pul up a Pogalubombe performance in the temple 
to invoke the villege deity to shower early rains. Even 
to-day» there is a Lille Ketha troupe altached tc the 
Hanumen temple at the village *Gosbalat in the Belgaum 
district, enjoying the grant of land. Every year on the 
occasion of 'Kartikotsava! (deepavali)the Togalubdor be is nade 
to perform the story of Pandavas 'so that rains would be 
regulars’. 

Thenes of Togalubombe are drawn from the epics and 
particularly Mahe Bharata uhich provides full secse for 


action and impression, and the performance goes an at 


1 #& ¥.Srinivas Rao Oecit De 


Siem, Indo-China, Javea and Bali have very similar 
shadow puppcts and their themes are dravn acstly 
from the India epics though the ouppetteers them- 
selves are mostiy vishamedans. It is possible that 
this art bes travelled from Kamatak to the tar- , 
-east at the tine of the great Gengai Konda Chola 

( 7022-1042} whose vast empire included the lands 
cited above. 
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Length for three to four hours. The method of presenta- 
tion in north Karnatak has a pronounced influence of 
Yakshogena for it has e chorus and its leader (Biragavata) 
who is also the main manipulator in this case. "sithout 

this personage nothing can be done; for re not 

only puts the puppet in motion, but repeavs their 

parts, interepersing them with detached verses." 
These words of Sir inliian niddvay | with referenee to 
'Dalang', the davanese manipulator of the shadow puppet 


holds entirely good here also. 


Musical instrumonts used in the fogalubombe are 
indigenous and interesting. The drone is an imprevised 
peculiarity with a broad-mouthed vessel, containing a 
Little water and a jovart stalk fixed as its dlaueter. The 
player, with vet palms noves his fingers on the etalk aad 
it produces a single continuous note quite a plessent - 
drone to listen 406 Other instruments are 'Pungit or 
*Etari’, flute, ‘Davi! and a mouth~organ made out of a 
hollow jovar stalk haying one of its ends sealed with 
the spider's web. A hole is madé in the centre of the 
woalk ond then, the arList fills his voice into the hole 
to get it felly magnified as to be the background for 


wars and other tense situations. 


fo=-day the Togalubombe is a rare sight in the rorth 
Karmatak village. Inke the maronet,;the coloured inage 


also is fast going out of existence as a result of the 


| erin Ridgevay- ‘Dramas ond Dramatic Dences'-4915. 
p.220. 
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invasion of the so called civilization with its moviag 


Cinena into the heart of the folke 


These different modes of the folk=theatre rentioned 
above give a Slimpse of the evolution of the drama from 
the rituals blossoming into full-fledged entertainments, 
In this process the theatre seems to have shed off gome 
of its 014 limbs like the vigorous dance and monoton2us 
music and accepted the alterations suggested by the 
ehanging times, particularly a theme, a defined fream:= 
work, and an intelligent use of the spoken word Some 
of the relics have still remained scattered all over 
Karnatake The ritualistic 'Nage. Nritya', the ong man ghow 
of Gondaliga and the formless performance of ‘Dasara Ata! 
are some of the lendmarks in the progress of the theatre. 
All these folk modes are interrelated and have naturally 
influenced each other and in every one of them there is 
some stunted srowth or underdeveloped limb, though tkey 
have been successful in holding the stage, md in giving 


the people a rich entertainment and continued thrills. 


fhe most ancient and perhaps the most perfected 
indigenous art of which Karnatak can well be proud o= 
is Yakshagena, and to an extent, its Watiuhias the 
Mudalapaya or ‘the eastern method of Yakshagana'. YalLshagana 
which comes from the coastal tract of Karnatak is hailed 


as the depositary of the best traditions. 
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Yakshagana: Any art and culture is born out of the inter- 
action of the place and the people. Humon being is a 
child of the environment and the different aspects of his 
art and culture will unmistakably reveal the influence 

of the place he lies in. Similarity of conditioz has 
alwoys produced similar results, the exception being 

when two similar things are independently evolve on 
account of the sameness of human mind. There is 3eldon 

a dramatic form elsevhere which closely compares with 
Yakshagena in its entirity. It is the product of the 
southern coastal tract of Deccan with a clear print of 
its influence. The coastal strin of Kamatak, especially 
the southern part of it, with its sounding sea, she -~ 
thunderous ond colourful skies, whisteling wind, lofty 
mountamns, fast running rivers, deep valleys, close 
forests and thick vast green has remained a land of wild 
beauty and is an inspiring field for the creative: artist, 
who feels the presence of the superman in all hi3 surround- 
ings. This wild beawby of the robust nature is richly 
reflected in Yaksnagane and has made it one of tie richesl 


and most colourfel of world's folk arts. 


It is a folk art and a typical one!/for the me 
reason that the art richly reflects nature and tries to 
ereate the figures of supezman on the stage with zorgesus 
make up and vigorous indigenous dance, and for tre second, 
it has been the soul and body of an entertainmen: ensen- 


tially for the masses as differentiated from the classes. 


110 
Tt is a typical 'Deshya’l or 'Desit art in contrast with 
the 'Marga' for i»s basis is tradition (Sanpradsys) and 
not written code of strict rules (Shastra) of the Marga 
type. In its march through the passage of time vrom the 
deep dim past, Yakshagana has gained a shape anc a desi- 
gned frame works but this is far from the strici rigidity 
of the Marga. These considerations give Yakshagma the 
status of a typical folk art; and so, one would differ 
from Shri.G.RsPandeshwar uhen he says that it is not one 
in the strict sense of the term folk ort. | His erguments 
are that the art is nol spontancous as a folk dance and that 
the Yakshagana artists are not illiterates and uncultured 
as would be ~ a tyoical folt-artist and thirdly, that 
its themes are draw from the 'Marga' sahitya, the epics. 
It is true that Yekshasana needs care and preparation 
before presentation, but the fundamental aspect of it, 
the prose interpretation is unreahearsed and sno 1taneous. 
Secondly, it may not be a characteristic of or; qialifi- 
cation for the folk-artist to be illiterate and she folk 
art itself,a sentimental and illogical mode. With regard 
to its epical thenes it nay be said thal they might have 
been Latex thaotwonatedc 46 original form of Yaksha~- 
gana, which as discussed ves perhaps a character_stic 
musical style coupled vith dancing. In the caurze of its 
evolution 'YEKKALAGANA' probably accepted thenes from the 
epics because of their lofty moral tone and rich scope 
for drematic portreyal. fhus though the themes are 'marga', 


the method of presartation has remained éssentia_ly ‘desi! 
the fundamentals of which arc music and dance, the rece~ 


1 &.R.Pandeshvar: Jcnapada Nrityagalu: Nritye Bkerati. 
Jane 1954—~ De 23. 
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mode of the Dravidian art. The original medium cf 
expression of sentiments was music and dance anc not 
prose in Yakshageana. That is perhaps the reason why even 
to-day, its prose 1s only an improvisation on tle epor. 
The 'margat thenes might have brought prose interpretation 
also along with thon to Yakshasena, to make it e full- 
fledged drama. The performance to-day is more a 'nataka! 
then ‘gana’ and deserves to be called 'Yakshaneateke' 


as suggested by Sri Hasanngi!. 


Yakshagana od Kathakkali: It is the prose, the spoken 
word that makes ad the differmce between Yakshageana and 
its counterpart in Kerala- Kathakkali. A comparison 
betveen the two will reveat the close relation between 
then and pesetbdey hint at thei comaon origine 
"Keatheka-Kalet or as Dr. Raghavan pute it 'Zathaka 
Kelit* is the extant Kathakkali which portrays a thene 


with the medium of dmce (Nritya), music (Gana) and - 


gesture (Mudra), without employing prose, the mainstay 

of Yakshagenas. But both Yekshagena md Kathakkal: draw 
their themes from the epics; both of them emphasise on 
rousing the séntiments of 'Raudra' ond *Veera'; Lueir 
costume 8, Ormaments, musical instruments anc ever the 

make up end mevhod of presentation are similar. Their 
ecttings with a single back curtain, the Bhagavata and his 


acconpaninents, the stage and oil-torch are close to each 

i Remachatidrn Bhotta Hasenagii ‘Yaksha Natakagals' (1950). 
De 

2 VeRaghavan: 'Yakshagena’t: Jayakarnatake KII-ll. 
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others both are performed on Significant occasions amd 
festivals and both of them beat 'Chande', the high pitched 
percussion instrument to invite the neighbouring villages 


to the evening performance. | 


It would, therefore, sound 
strange when Sri Das Gupta observes that "nothing cuite 
like it (Kathakkeli) exists outside Maltar.'* 
Kathekkali convers in gesture every conceivable earthly 
and unearthly thing including even parts of speech, and - 
therefore, it is said thot Kathakkali covers more rround 
then Yakshagonea which is less symbolic and more ririd in 
its smporta? fhe art of Sesture is a specialised ccience 
with Kathakkeli, its dence is more vigorous with varying 
rhythms, its make up is more imposing though it is sald 


to, be less pura. 4 


All these differences, excepting the 
medina of expression, the spoken word,are differences only 
in degree rather than in kind. Methods of make up md 


costumes in the Yakshafena of Tenku Tittu ( of the coast) 


1 It is ealled ‘felike’ in Kennada snd 'Kelikai! in 
Malayaisn. 
2 H..Dasa Gupte : The Indian Stage - Vol.IV. 0.2. 


% Deyudur Yakshagona: Rengabhooni- Jam. 1934. 


4 It is said that the costunecs of Yakshagana are rarer 
than those of Kathakkali for the latter have a nro~ 
nounced Muslim influence on them: R. Vasudeva Poduval- 
fhe Art of Katheakali. p15 
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is very close to Kathakkali and strikes as almost ity 
replica. Such close similarity even in the details of 
Yakshagona and Kethakkali indicates the possibilit: of 

their being two branches of the same basic art. Kathukkali'’s 
emphasis on dance and music susgests also that ile orizinal 
pattem might have been the purer and earlier form of - 
Yakshagena~ before it accepted the spoke word as its main 


nedium of expression, 


Kathakkali is given quite a recent origin. "histori- 
cally, the origin of fathakkeli is a&sociated with 
Malbar and more particularly with Travancore which 
renains to this day the repositary of the ari. The 
Raja of Kottarkara (1575-1650) is credited to be the 
first Gonpoact and originator of Kathakkeli in its 
PRESEN? form.«! Z% is true that the PRESEN? form of 
Xathakkeli vas originated in the early 77th century by - 
Kottarkara Tanpuran who composed 'Ramanattan' in tivalry 
with Mahadevan Zemorin of Calicut, the celebrated author 
of 'Krishnanattans;! a composition on the lines of 'Geeta 
Govinda! of Jayadeva. Both the compositions are in sigkt 
pieces and deal with the heroes of the epics, tit tre « 
fundamental ee eee is in their langunge. While - 
'Krishnanattam' was in Senskrit, the language of Gsds', 
Rananattam vas compoced in Malayalam. Thus the PRUSINT 
fora of Kathakkali was evidently based on an cld form, an 


already existing mode ace performance, older than even 


1 Premakumar:; The Lansuase of Kathakkali. p15 


114 


Krishnonattan with a loose frame work and possibly on 
indigenous themes. It was full of costumes, dance and 
Gesture but certainly was not refined. The referace is 
supported by Sri Madhavan Nair when he observed that - 
"Kathakkali as it functioned in Kottarkara Tanpu- 
ren's Gourt might reveal certain defects ard cru- 
dity.«! A refinememt was brought to this ancient 
end crude theatrical modc by the munificet royal oatro~ 
nage extended by kings and Princes like Xottayathu Tannu- 
ran, Kartike Piruinl and Uthrem Tirunal who were themselves 
&reat composers cf fathakkali, But the unrefined, crude mode 
of Kathakkali of entiauity was perhaps very near the Yekkals- 
gana which was possibly full of music and dance, come relics 
of which could evidently be seen in the vBhootasthana md 
Nagenritya of Karnetak. It is of significance that it is 
only the PRESHIT forq of Rathakkeli that had its owigin in 
the royal Courts of Travancore. Ivs micient fom may have 
had something intimate to do with Karnatak, the hose of 


Yakshaganae 


YAKSHAGANA: he oldest and the most impressive of the folk 
mode of the theatre of Larnatak comes from its coastal region. 
It is also known by the name Bhagavetara ate possi sly he- 
cause of the 'Bhapavata! the singing leader who is tlhe 

pivot of the performmee or becouse its theme are mostly 
drawn from 'Srimad Bhagavatan’, an epic that deals vith 


the fascinating liste of Sri Frisma, or because the players 


1 V.Madhaven Nair: 'Kathokkali end Kings of KeraLat, 
fhe Ikindu Weekly Review: April 26th, 1954. p18. 
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were mostly devotees of 'Bhagavanta' (Sri Vishnu) ara 
followers of Bhegaveta Sampradaya, and some times, the 
followers of Sri Ramanujacharya, | The influence of - 
'Bhagavata Sampradaya' or 'Vishmu-bhakti Pantha’ co.ltd be 
evidenced in the thenes of Yaksnagana.” Yakshagena 7s also 
Called 'Dashavatarada ata' for it chosc for its theres the 
ten Incamations (Avatar) of Vishnu which could presch 
morals through rich entertainment. It is Imown as "Meladavar- 
ata’ for obviously the hafmonious result of the pertormance 
was the outcome of cooperative effort, as 1n tne Tamil - 


*Kudiyattem'- a play by a party. 


Presentation: In its final form Yarshagana is an orwn~air 
drama. On the evening of the performance ‘Chande* is beaten 
to convey the information and invite the neighbouring villa- 
ges? fhe sound of the Chande, shar and penetrating, easily 
reaches a distant village of even six or eight miles if the 
wind is favourable. on the evening of the show, at about 
10. pem. people assemble near and about the platfom raised 


in the open, generally before the village temple. 


fhe platform is roughly about 16 feet square with 


fixed bemboo poles at the four comers. The top is covered with 


1 Betgeri Krishnasarma: ¥ Jayanti~ March, 1952. p.393. 

2 " Harivansha Purena makes a reference to 'Bhagavavara ~- 
m@la', indicates that the performers were devotees of 
Bhagaven and so ther might have got the name Bhagavatas. 
Kerodi Subba Rao. ‘Yakshazanada Huttu'~ Rengabhoomi. 
ov. 1925. p.80. 


3 thig sound inyitation is called 'Keliket, 'Nelke!' aa 
'Kelibadi'. 
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inter=tyined palin leaves and the entire arena is decoraved 
with Llovers and mango leaves and with pladntein-trunks 
tied to the poles on either side in the traditional way. 
Ga the three sides of the platform sit the audience — 
spreading their ow mats on the earth, while on the renr 
o£ the platform the Bhagavats (in plein clothes) with 
cymbais or gong in hend takes his place with his ac compa~ 
nists; the players of 'Maddale’ or 'Mridanga', 'Chende' 
and 'Tumgi' or '‘Mukha Yeenat+ the drone. With this, the 
stage is set for the shou. 

we Yakshagana performance of the coastal tract apes 
with the prayer ('Nandi') and invocation to Ganapati and 
'Subrohamenya’, The prayers are sung by the Bhagev “Le. 
fue jester (Kodangi) then a@rters the stage in queex costumes 
with an odd dance and a song. Two pleyers in female attire- 
what is called 'Sitya Vesha’ appear on the stage te sing 
and dance.” This long series of several songs, danaes and 
humorous talk provided by the MINOR roles called 'fundu- 
yesha', caters to the audience alerts their attention to 
the main show. anevate Sinss again to Signal the mtrance 
of the epical characters of the performance. From beb.nd 
the curtain held at the ends by tuo rersons e@radunliy 


emerge the dressed up participants one by one until at 


1 fhe traditim is slightly different in the Chilaldoorg 
School (Mysore) where tvo boys called 'Madanagovzala' 
sing the praycrs, 

2 "About a hundred years aso, there were still two other 

chavacters by nate ‘Chapparamanchat and 'Arepav:'.” 
M.Govinda Pai: Jayakarmatuka- Avril, 1953. 
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last the most important character called ‘mdu Veshs’ or 
'Bannadea Vesha’ apoears. fnen in a row, they stund together 
to. take a bow to the eudience. It is a sight of real - 
splendour which could send thrills up the spine of the 


spectator. This completes the ‘Poorvaranga’ | 


or the pre- 
paration and the characters recede again out of the sight 


leaving the Bhagevata and his ecconpanists on the platform. 


Bhesavata then dings the 'Prastavane' or the prologue 
of the play chose for the evening. As the tempo xf his 
songs rises accompanied by the fast beat of the cymimis, 
mridanga and chandc, the relevant characters anter to open 
the play proper. Every character dances into the stage, 
the pabtern of dancing itself usually differing from one +9 
the othex im accordance wath the spirit and sentimans of the 
character. After the end of the short dancing to tie accom 
panimnent of eynbals, nridanga and sometimes chande, the 
character is interrogated by Bhagavata vho introducas him to 
the audience. In recent tines however, the traditi:n is 
chenged and the cheracter himself be it the king, w2ishi, 
Deneve or Deva, at Ine Lirst entrance mekes a self-_ntro- 
duction in dry prose and then in a nutshell accuainis ‘the 
audience with the dranatic situation that has prompzed him 


to appearance end action. It is then the character astumes 


1 The term ‘Poorvaresga' is used with its dramatic 
comotation fron the times of Adi Pampa... 


fs. 2 BA WoN HXoRA May CUPS HAWS ory awk eaywm 
Hao cK MH ModedQomo syed --- | 
BaGan- Ldosy aa s 
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the role fully by interpreting in prose, dance mé zesture, 
the various verses recited by the Bhagavata. ¥hea tte verse 
refers to a particuler character on the stage, that oarti- 
cular character keeps on dancing lightly or with creat 
vigour in consonance with the mood and sentiment of the 
verse. The climax ic reacned when the inevitable tavtle 
issues betveen the hero ang his foe. Accompanied bo the 
severe beating of the Chande end Mridanga at varying rhythns, 
the characters perform the vare-dance with all the rm sbic 
vigour and grandeur until at last the foe ia overpcvered, 
Phus goes on the performence before the spell~bound audience 
‘throughout the night snd ao one is aware of the fiy-vaasing 
of the time. It was the custon=- nov extinct- to see the Sun 


in the East ond md the play after invoking his blessings. 


Costumes and Heke-up: The Yakshagana artist is himself an 
expert adept in the methods of make-up and costune-vwearing 
as to bring out the innate character of the role he is = 
portraying. The leading role of the performance ig milled 
'Bamnada Vesha' to mean literally, the ‘Role in celours' and 
the name is a worthy compliment to the imposing make-u.. ane 
gorgeous costumes of the role. ‘The artist playing tic 
Bannada Vesha spends in the normal course, four to five 
busy hours in making uv and getting into his imposin> Zarb. 
Make-up is a specialised art vith Yakshagana and Katiakzali 
end is the mainsbtey in recreating atnosphere in whic: the 
Super man revelled. It is the grand makeeup and Cossure 
that recreates the dapex man on the stage ond drives the 


audience to ea dream land. 
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fhe diffuséd dim light of the oil lamp called “Panju' 
or ‘Deevatige’ md the greats distance between the last 
spectator and the artist wéme considerations that sonditioned 
the art of make-up in Yalivhagana/elden days; furthern, the 
costumes were to be convertkent for the vigorous danading 


pezformed almost at every verse. 


Over the 'Kavacha'~. the tight upper. bumian and Shallana, 
the tight trousers, every pécformer wears full-sleeved 
upper Sarment usually in Breen or red, end ;'veeragacehe'~ 
‘{hero’s way of wearing the loin). If the rele is ef tYama'~ 
the God .of Death, Narasimha~ the great Hise en te Lion's 
head,end the demon, the girth of the character will be 
increased three folds with the help of thick sheets of 
eloth or sarees that would be tied around the body. ‘he 
finesse is given by wearing the loose garment in appropriate 
colour to reveal the inmate quality of the character. - dark 
for the demon and wreddish for kings, Geds and eniefa - 
(Maka Nayakas). Bven above that is worm the weist ceat, 
embroidered with embossed pieces of glass. Other ormasaenis 
are : beed necklaces aid garlands, ‘patti’, 'Koralishara’ 
and 'gsoge’ around the neck, 'Bhujakeerti' for the elbow, 
'Tola naeeaa: for the wrist, gold plates fer the erms, 
erown for the head with Karnapatra (wings attached *e the 


eroun), Kennappo for the ear, ‘Dagale', the fhowlag plece 


of embroidered cloth in front and gingles around the 
ankles. There are significant head-dresses and erowks with 


pronounced differences in the shape and sige. The most 
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prominent of the crome is ‘Battalu Kirecta' with the great 
halo, worn by royal characters like Dasharatha and Dharma-~ 
raja, Pombe Rirecta for characters like Rema and Axfina, 
Rekkasi Kiresta with peacock feqthers for demons like 


Am? 
Shurpenakhi, ; Hanunan bhona Kireeta for Hanuman are ather 


Varieties. A circular halo of the head dress made s{ viite 
and black cloth with decorations in silver lace tame and 
peacock feathers is enlled ‘Sirimudi' and is worm wm charxe~ 
cters like Krishna end Abhimanyu. 'Sirimudi' is in the shave 
of human heart but is made im varying sizes ad coiours 
specifically for different characters. The sige 0f the Sira~ 
mudi is symbolic of the stature of the character wearing it. 
After making up and wearing the prescribed ormaments and ~ 
head dress, the Yaksheerna artist gives a final toich by 
holding the relevant weapons=- the mace, sword or tie bow and 


ALLOW. 


Symbolic colours: Yaksnagane does not present two similarly 
made up and dressed characters unless warrented by a sitnua~ 


tion producing two vith identical innate qualities. Colours 


that ave used for painting the face will be chosen with 

care. ‘Gods! are usually painted in reddish soft wiute, 
voles like Yana,'’Bali' aad even Harischmdra in darx, Krisnna 
in vleesant blue and the leading opposite role- the Bannads 
Vesha~ in dark or pink. Origimaily ali the basic painting 
with all their ditficrent shadec vas made with the belip of 
aitferent indigenous colours called- Aradala, Ingalaeka, 
Kadige and Balepa. It is over this foundation painting that 


careful vovking of the features di the characters 13 made 
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in rea and white. The nost imposing achievemmt of the 
Yakshagana artist could be seen in the make up of ~o9les 
like 'Narasimha', 'Ravanat, ‘Chandi’ and 'Yamea'. These 
characters wil? be able ts create an illusion that they 
are having masks’ on their faces! It is because the nose 
is uplifted with a lump of cotton, eyes are made ti look 
three tines their natural sige with bordering white dots, 
a decorated frame vork (called 'Chetti) is provider around 
the face and artificial cenine teeth are fixed up. The 
Yakshazane artist cen make marvels on the hamen face just 
with the help of write, red and black colours and cotton. 
Hie steals a march over the Greek and Javanese masks, which 
though grotesque, bear but a single static expressdon. What 
the mask denies, the mekc-up of Yakshagana provider in abun- 
danco- a scope to work the eye and the mouth. Some of the 
typical make-up pattems will be ocrovided by the great 
denon-characters like ‘Chandi? and 'Kali't. These dencr 
cheracters in 'Dreipadi Parinayat " had ferocious make-up 
with the lion's canines, hanging red tongues, huge 
preasts and dishevelled red hair all around the faces. 
| The huntsmen in 'Rukmengade' and 'Bhishma Vijaya’ had 
tied branches of trees around their hirs to indicate 
their living in jungles. The artist who played the 
animal in the hunting scene Wore @ mask (7) and moved 


like a auadruped. Bheema in 'Virata Parva', in order 


to lock big, had tied around bones of the whales° 


1 A Keen observer like Dr. Raghavan narrates thet be was con- 
vinced that the impersonator of Ravana wore a gorgsous~ 
@rotesque mask, a compliment to the great make-up of the 
face. Y.Rashaver: 'Yekshagenat. Jayatamataka, XATI-1ll.p.9 


2 VY. Raghavan: Ibid. De 70. 
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Roles of the lady, the rishi and the jester looz 
Simple and neglected in make-up in comparison with the 
dominant characters like the King and the demon. fhe Taedy? 
is in the most uninpreesive daily worn saree, the rismi in a 
long flowing ce and the jester= painted lack, wears an 
odd long robe called (Yase Kattuva Niluvangi' and the head~ 
dress ~ tthmdasa’. | fhese todd? roles which stand on the 
staze in glaring contrast often shatter the 1llusion af a 
yonderland created by the magnificent makeup of the main 
cheracters. This neglect can be explained, for the main 
sentiments of Yakshagena~ 'Veera’ and ‘Adbhuta' could be 
roveed only by the dominant mythological heroes and mt by 
secondary Foles like the jester and the rishi. Still, for the 
saice of theatrical harmony, it would be necessary to tay sume 


attention to the minor roles, their make-up and costwes. 


the Oi1 Lemp: The glory and grandeur of the artful en¢ impo- 
sing make up and fabulous costumes could be fully appreciated 
in the dim reddish lnght of the oll torch- ‘Deevatige' or 
'Penju', the only.source 6f light in the village. In olden 
days, two torches were held by persons who moved forward - 
and backward in the steps of the dancing performer, there-+- 
hy creating a fentastic beauty, throwing diffused 

redéish light on him. These torehes formed a part of the 


performance and created before the spectator an exquimte 


{ Recently it has been the fashion with the jester of 
Poddata and even sometimes in Yakshagana to wear an 
puclean sun<-hat. 
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world of pomp and splendour. Later, the tarches were fixed 
up on cither side of the platform and towday, they have 
glmost gone vot existence replaced by the petromax, «hich 
throws qa flood of penetrating sharp light,all too tricht 

for creating a mystic atmosphere and often, all toc revealing 
something odd or artiviciel in the make~uc or costumes of the 


character. 


Dance, music and idastruments: Dance, the *raceemode? cf tre 
people of Zarmmatak is an inevitable aspect of Yakshagana, and 
ig the most effective nedium for rousing the sentimanta of 
tRavdrat and 'Adbhute’s Every character “including sven the 
aged man that appears in 'Bhishma Parva't," performs dances 

to the acconpaninentA of the cymbals and Mridanga. Janees are 
performed by the character in three Sequences, once when 
entering the stage, then vhile bhe Bhapavata singa a verse 
conceming the particular role anc thirdly, during a 'bettie’ 


with all intensity. 


. Dance ia associated with sestures in the fomez cases, 
but during the third.the temro is too fast fcr any gesture. 
*Durcing the babble’ the wild daneing 1s in “Tandeva Prakara! 
in different patterns and at varying rhythas,fuli o> inten- 
sity, done to the accompaniment of 'Chende’, an idecl war- 
instmment. The hore end the Genon with wild shouts of 
exclanations sometimes jump up in the aur or turn like a top 
sitting downmthie stase keeping the rhythm all the seme. The 


performance is called ‘Chokvaguppit. 
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Dr. Raghavan's observation thet in parts the @mces of 
Yakshagana very closely resemble the dance patterns ~ 
‘ Arbhatd Vritti! and 'Nyaya' mentioned by Bharata, author 
of Natyashastra ig full of significance regarding the rela- 
tion between the ‘desi' and 'marga’ pattems and the influ- 


ence of the former on the latter. 


Music end Instruments: Music is essentially vocal in Yaksha- 


gana. 'Shatpadis', tKenda’ md 'Vritta', of the comprsition 
'Prabandha' are sung by the Bhagavata who provides tre lite 
force of the performance. He sings them at varying thythne 
and ¢remendous pover tith hisimusical readering of taem. The 
ragas employed are usually draw fron the classical Tamatak 
music. They are Mohana, Kanbhosi, Nata, Shankarabharana, ~ 
Kalyeni, Regupts and Saicadtee, the most popular ed comnonly 
employed ones being Hohana and Konbhoji, for tney successfully 
support rousing ihe sentiments of 'Raudra' and 'Adbhital. 
Unlike in the classical ‘narga' music, here singing 18 only 
a means for full developnent of a sentiment, @hough the ragas 
. themselves are a few when compared with the several shades of 
emotions and sentiments to be roused, Bhagavata achieves 
the desired effect by euploying the ragas in Gitterewt rhyths 
pattems. The most commonly used raga~ Mohana alone is often 
employed with success in rousing different emotional shades 
like appeal, promise, grief, romance and fury. The emphasis 
in Yakshagana is on the musical form of raga snd the style 
of ginging. ‘The mugicol oleces are astonishingly well-atiwied 
$0 the emotional atmosnhere which pervades the precise incident 


portrayed. ! 
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Musical instrunents employed in Yakshagana are only 
a fey, but they are almost inevitable for the performance. 
Apart from the Cymbals (Wala} or the gong (Jagate-Kelu) used 
by the Bhagavata, there are the wind instruments 'pogit 
and ‘Mukhaveena’ to supply the backzround drone. Mueh of 
the native tune is missed since the pungi and Mukhatesna 
are replaced lah Che henaees ae Yakshogana lays a particular 
emphasis on its percussion instruments like Maddale Mridanga 
and Chande., Hridansa accompanies the Bhagavata in cil bis 
singing ubile Maddale and Chande are usually employed only 
in dromatic moments of tension. Chande, the most vi-el instrm- 
meni of Yakshagane is a high-pitched drum beaten with two 
thin sticks. It is chande that greatly helps the derelopmemt 
end maintaining of the main sentiments of Raudrea anc Adbiita. 
Rise ead fall in the tempo of Chande, accompanied tm Tala 
end Chekratala (bigrer pair of cymbals) brange abou= the rige 
ang fail in thse esctional imbensity of the performe> and the 
tattle becomes tense and thrillins. It is possible =hat the 
cymbal is replaced ty the gong, pungi by the harmoniun tut 
there is not any near about instrument to replace Czuande. 


Chande vonains the life-sound of Yakshagana. | 


1 fhe objection that 'Yhende' vould not be able, “assist the 
portrayal of delicate sentiments like *Sringara , is hut 
‘an objection to the artist rather than to the irstrument. 
In the hands of en expert like Keaminje Narannppa of Man-~ 
galore, Chande can be a charming instrument capable of 
gecompanying oiy delicate sentiment. K.S.Karanth: Yaksha- 
ganada Punarujjivana'~ Karmaveera: Special issue 13/9yp.2-. 


It is said that in olden days, Chande was so specialised 
that when it was beaten for 'Kelike', the neleh>ouring 
Village would discover as to what particular theme of the 
epics vould be taka up for the performance~ frem the very 
petierm ofr™“Sound. T.Gopalkrishma Bhatta: 'Yakskagann't- 
Mitvamaondaliya Kenike: Medras 1945. p30. 


[to 
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Thenes: The eudioce of Yakshagana mainly being the village 
folk, themes dealing vith the mythological Superhunan per~ 
soualilties, Gods, demons and drean laids are usualiy oprtra~ 
yed. Ramayana, Mahabharata end Bhagevata have provided - 


suitable thenes im nbumdance Yor Yakshaugana. Moreover, thege 


epics maintained the continuity of the Vedic influence- as 


shey simplified into didactic stories, the lofty tenats and 
philosephical teachings of the Vedas andUpanishad:. Instrv~ 
ection through entcrtainment nade a lasting’ impression on the 
sural audiences and the morals of the classics went home. 

Ié is in this sense “the Yakshagana remained the Nazht sehool 
for the masses preaching the everlasting spirit anc salient 


qualities of our classical Sanskrit literature. "! 


@endency of the folk is to appreciate the heroic and the 
grand. This native inetinct is setisfred by portrasans a 
thene that hes something gorgeous about it, somebhims - 
unearthly and ever atmormal. In selecting the there, there~ 
fore, for his 'Yakshasana Frabandhe' the composer raid a 


particular attention to the tine honoured folk tracition of 


,vousing the sentiments of *Veere” and 'Raudra't. He also 


provided full scope for exploiting 2= dancing, Haimstay of 
the performances Dsanacing to the accompaniment of *‘Chande'’ ma 
tyridmeat is at its intensc climax only in 'Kalages'’ or 
batiles. Thus we fing all the important battles nentioned 

in our epics are brought on/the Yakshagana stage ami the 
prominent emong them are 'Krisktma Arjuna Kalaga', ‘'Babrm~ 


yahoma Kalaga’, ansedhyvaja Kalaga', ‘Karnarjuna i alaga' 


1 K.Venkappa Setti: sresidartial speech in the ‘jJaksha- 


gSema motak Gosti' of the 36th Kanneda Conference at 
Kumta-~195 Be 
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end others. Even if the ‘Yakshogena Prabandhe' is ¢ bout 

a merriage (*Parinava?) or diplomatic dealing (Senchace), 
there is perhaps no ‘prasenga' without 4 battle (%<laza) 

un it. The title of 'Girije Kalyana’ suggests a ronantic 
theme but it opens wth the destruction of ‘Deksha Tajna’ 

by Shiva and ends with the hatble between the demor Taraka 
end subrahmeny a /War God and gon of Shiva. Thus with a 

aue eaphasis placed on the fierce battles, Yakshagena like 
Zathakkali is a ‘'Tandava Prazara’, a like of the vigorous 
watedece of Shiva, 'Lasyat, the delicate dance alse finds 
its place but only too oecasicnally ac in ‘Bhishma Parva’ 
when three princerses softly dance with gestures to portray 
their bathing in the river Gmges or ag in Ravana Mevijaya' 
when Ravana by his syabolic dance washes his feet, hands 

and face before vorshipping the 'Shivalingal But tre very 
grein of Yakshagena is valour and power, its dominat senti- 
nent Veera end Reudra which go ideally with ‘Tandcva Praka~ 


ral, 


Cnly recentiy valorous themes are drawa fxor Indian 
History and even here, due conguderation is Ziven to sro- 
viding sufficient scope Lor the battle dances. une of the 
Fepresertacvive prabandhes is Rana Rajasimha, composed by 
Sri, K.Pe-Venkappa Shetti. Social thenes hnvenot made advent 
on the Yakshasana stage for the obvious reason that anything 
dealing vith the ordiuary human being would lack simstengee 
with the folk audience. fo the folk, lofty morals enn come 


from the super human being aud, after a convincing conflict. 
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The Composition: 'Sabaa Lakshana't or 'Gabhe Vandane' is the 
only treatise on the prosody of 'Yakshagena Prabencha’t - 
believed to have been vritten Parti Subba one of the foremost 
composer-eexponents of 'Prahandhast of 17th century. | This 
treatise is said to be in close affinity with Natye Shastra 


2 of Prabandhar contain 


of Bharata. SubBbats own compositions 
a varlety of different yerse-patterns like 'Vardha'm' and 
'‘Bhamini' Shat-padis, Kanda, Vritta, Dwipadi and Vachana, ° 
and are fixed up in the seven different rhythm patterns 

{Sapta-talas) appropriately. Parti Subba has been accepted 


by later composers as the model to copy. 


She Yakshogenn composition rightly rlaces ite enpha- 
sigs on the intelligiuuility of peetry on the one hand, and 
the movenemt of the story on the other, both in the im erest 
of the audience, to vhom it caters. Simplicity is tre secret 
of its glory, for 2. was' not written for the sake of the 
learmed, but for the common man who had a pronounced flare 
for the art cof @roma ad poetry rather than the science of 
it. It was meant for the common ground of popular ettertain-~ 


ment aid not for the Court; nor vas il meant for sileny 


1 The work is assimed to one Benakayya Bhagavata o7 Mudavur 
by Sri M.fimmepnerya~ Parti Subba.p.14. 


2 fen of his Prabandhas are Giscussed in detail in =he book 
'Parti Subbat. 
z 


%3 ‘Appakavyam', the Telugu treatise on the prosody of Yaksha- 
genoa mentions thet the compositions are to be in 'Ragada’ 
form which vould be the 'Ragale' form in Kannada. but many 
‘a Lyrie in the Sani] Gervkkuttem and the Telugu Jeethi 
Wataka are ‘duipadis’ and 'tdaru's (stage songs) In any 
case songs of Yakshasana richly reflcet the methads ard 
structure of the folk senge prevailing.’ Dr. Raghavan: 
Yakshagana, Oper. 
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reading. Lyrics of the Yakshageane prabandha richly reflected 
intense emotions gid sentiments of epical characters and 
were meant for singing on the stage in order to throet the 
emotions .o0f the spectator end reflect the same sentiments 


in his heart. 1 


Yet the coapositions do pay all due cmmsider- 
ations to the rules of poetics.* When viewed from this 
background, Yakshoagane remains a Kavya,for,it scrves the 
purpose of a true Kavya by successfully inveking the differ- 
ent sentuments. The common structure of the lyrica of the 
prabandha is ites being teonas’ and groups of five snd seven 
nabrase The stricture is common becavse it is highly helz- 
fu in‘ aivective rousing of the Seu bemeuis precre: ani -~ 
‘rqudra’, the fundanertal 'rasas' of Yakshagana. Occasivnal 
expression of ‘Karuna! and isringara' is witnessed when the 
yord= structure of the composition provides scope for elong- 
ation and repetition. A typical exanple of ‘Xarunga' 1s in 
‘Karna Parva Prasongat (composed by Gerusogppe Shantapgayye , 
the second carliesh composer of Yakshagana according to 


the available evidences}? wherein, Karma on seéing the 


4“ OSFIAG AGAR Snvk WK Gosh Ress Vsy Hur~ooy, 
Wake SOFAS HFG, oH dMA wIddA WH NQaecw aww} 
Ws V9 H WSR, WHY Snsss 49 Bp 2 0S tne 
MSI Aeys5y MFA OY S$K0EW” 


Karanth: Yaleshagan ie Punaruj jeevana: Karmaveera. svl.icsue. 
1949.R62 


2 M,Timmappayya concludes that Yakshagana must have been the 
'Sayanegabba’ meilioned in Kaviraje Marga; Bajenazabbea that 


followed the, rules of Karmada prosody. M.Timnappayya- 
Parti Subba: pp. 34-42. 


3 4&8.P.Rice: History of Kannada Literature. p.100 
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vheels of his chariot stuck in the damp earth, implored 
his foe to valt for a while. | ‘Sringara't and ‘Hasy=' are 
fully evoked in the comvositions like 'Billahabba',' Bela 
beele’, ‘Gograhana’ snd *Chandravatz Vilas'. 'Nasyat is 


at its full play in ‘Krishna Sandhana’, a treat ana a lesson 


in Divine diplomacy. 


Composers: ~ H.P.Rice observed that Udipa Madhova Dase 
(early 18th century; wus still congidered to Le the first 
couposer of Yakshagana. @he second was Shantayya, a brahmin 
of Gerusoppa who becane a rrincipal Sadar Am n at Bangalore 


mid who wrote a large number of vorks in thie styl 2? 


Most 
of the lalber composcrs came from the coastal tract of Ear- 
natak. Y kehagana being ea felk art of the 'Padugabsa‘ 
variety (recitative yoetry), the prose part of it was never 
written. “he most prominent and prolific of tne la-er coapo- 
SErs is 'Pgarti Subbat of the village 'Kumbala’ in Easargod 
Laluka of South Prlenabar who flourished pozsibly betwees 
4760 and 1820 AD.’ Parti subba is called 'Yakshacana 
Valmiki’ Por his conpositims are vascd on the themes of 
Ramayana. He set a standerd, a frame wore and @ fashion 


as the model to be copied by the later writers. 


é 


See e: 


ae 
7 mer amwe SRY pod snw er ar 
K.P. Venkappesheiti: Paachakajjaya (1927) p.i12&. 


2 .P.Rtiece: Histor; of Manarese Literaivre: (eriiage of 
India Series). pe 100. 


% WoTimmappayya= trarél Subba’.p.&. 
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"He has remained a tremendous influece m the vast fork 

populace from the 18th century to the present cays! 
His compositios are simple, direet and effective.* With no 
purposeful play on vords ner struggle for alliteratior and 
other Literary embellishments, hia compositions read Fucidly 
with divect appeal and are ‘relished as much as ripe grapes.’ 
A nunber of lyrics cnted in the pages of ‘Parti Subbat, with 
their intensity of emotion, poetical appeal ana literary 
beauty can Live indepeident of their contexta, and whem set 
into music appropriately, ihey Gan enliven good taste Yor 
times to comes” : 

Nandalike Lekshnineranappa, popularly lmown as 
Muddena has composed tes prabandhas of Yakshafzana~'Kunara 
“Vijaya? end IReatnavati Ealyana', both very impressive because 
o£ their rich poebicel becuty snd literary merit. Bul 3o0me 
of the lyrics bear the heavy weight of Sanskrit words, deli- 


berate play on words and compound constructios*, Vhud 


JT FAECE LIKRAY Kone? Linstes) Fo ate Wo TPagiss AEE cwslee 
qrek aye, LXE ATS TUSNS Sas nok qwxeny Ty, 
Rint, Foss Atay WCH SUS KYAT Neos, Ensrov ose Hw 
AUN DY, Fado oc MS, SHSM, Dos wes ANWWIS ) 
oS § aS once. weiee (¢ Rok rH Te - CR Repo es OT RASH 9 e j 

& sen nem 
2 fen of his Compositions are discussed by M.Timmapparya:  S=+T 
‘Parti Subba't=- pp. 52-118. 


3 BCs AK Kos Fas - Hs ee, Lode ceed Goa Kc La Rear att 
Heb LTE, Bakes, O- Ses FO, adSosnd ad aSy eS AN’, 


4 BLES HSSod SY has’ © SoBovde ASA MOS LCSe WOwovt 
WE SHAS ABSEEnE Hot UW —? 
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defeating the fundamental, characteristics oa teers 
Prabentha being straight and simple. Sri Venkappa Setti 
himself, who is in superlative vraise of Muiddana accepts 
that the latter's compositions were not performed at all 
due to their unintellisibllity, excessive litersry weight 


and noiepaurenic thenea. | 


ther composers of repute are Matti Vasudeva Frabhu 
who vas also . well-known as an exponent, Bayuru “ankayys 
Bhesavaeta, Hattangadl ReamsLhatta of Besrur, Muika Venkanna 
and Parameshvara Bhotta of Harpira.* fter the advent of the 
coastal groups of pertfomers to the important cities of the 
eastem table-Lind aud Mysore, Yakshagana gained combiderable 
prominence and popularity all over. Poets were entiased to 
compose *Prabendhas'. The prominent among the most sigsessful 
composers of Mysere was Alive Dingaraja Urs (1822-1574) of 
the royal family of Mysore, who is sald to have vritren about 
sixty compositions eid some of them- ‘Girija Kaly-ne','Seetha 
Kaiyetal, ‘ialandhaszana Kathe’, ‘'Vrisnabhendra Vilas','Vare 
Nenédi Kelyana', ? Roraa raryve’ and obhers have been staged 
by different tmelas' ox troupes, al Giiferent parts of Mysore for 
neatly a hundred years. His mexited compositions mar: him as 


a poet vith a considerable cense of drana. " Ab a tine when 


1 K.PsYenkappa Secti: 'Yakshesana Prabandha Niyama’- 
Pancha Kajjaya (1927) po.126-129. 


2 Faraneshwvare Bhatta Ls mown to have composed only three 
Prabendhas= 'Prebhevati Swayamvara’t (from Bhagnverta), 
'Kalanemni Kealagat (from Remayana) and ‘Abhimanyu Kalaga’™ 
(from Bharata). Sei Kerodi Subbarao speaks very Inghly of 
his poetical, literary and dranatic merits. Rangebhoomi: 
OGte » 1926— Bde 37-49, 
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it vas the fashion to translate into Kannada slavs 

from Sanskrit, he made a prolific contritutios to the 

Yakslagana literature.... The variety of his shenes, 

their adaptability to music, a grand concevtisn of 

story and characterisation earned him the title ~ 

*Abhineva Bhoja' from the rulers of Mysore. ¥! Cthoer 
composers of the enstern table-land whose ranes may ke men~ 
tioned for the quality and quantity of conpositionsare Bal- 
skrishnia Rao of Shimoga, Talukina Subbanna of Bellarm, Janju-~- 


nda Kavi and KsVenkataramayya, both of Mysore. 


Bhasayaba: All the well-known comnosers have invaricbly been 
successful exponents diso in the role of 'Bhagavata' who ic 
the very vital soul of Yakshagana. It is 'Bhagavata'that per- 
forms the entire work of the Greek Chorus. He promotes the 
novenent of the story, prompts the dieGerent charadtess 49 
dence ond providesa befitting frame-work to the entire ver- 
formance and mobtivases the rousing of a sentiment. Ir addition, 
he introduces the characters to the avdience by askin: then 
questions and also,he links up situations with his own prose 
commentary. Ile should have a close understanding of the 
epics and be equipped with a food voice and a clear sense 


of the ‘Ragas’ of classical nusic. 


Pie coastal tract of Karnetak has had a number of 


éreat exponents~ the Bharavatas. The line starts with - 


4 Kennadea Stage Centenary Volume: 1948~ pp.127-128. 
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'Parti Subba', the well-know composer who wac also a Bhaza- 
vata. Some of the others vho have made lasting impressions 

at their times are Benakayva Bhagaveta, ' Nerampadi Narayana 
Bhagavata, Sankayya Bhagavata end Mulike Manjunatha Bhagnvata. 
In recent times Subrayva Shanbhag of Kasargod and RBalipa 
Ravayana Bhagavatea ase mown in the entire coastal sract for 
their great abilities ang toelents as exponents. Th> Ehagavata 
would usually lmow by memory entire texts of forty 70 fifty 
'Prabendhas’? and weld go om vith the performance w_thout 
referring to manuscripts. Kavi Bhooshana K.2.¥enkacne Setti 
isa prolific composer with a commendable literary and pogstical 


merit aid is also well Imoun for his perfomnences. 


The Actor: The actor of the Yakshagana performance has tn 


satisfy many more requirements than the modern stage actor, 
who shines with just some delicate touches both an ‘allies 
end acting, assisted in addition by the make up expert, the 
property man end even the prompter. The Yakehagana artist is 
at once a make expert, @ dancer, and one with convircing 
talking powers, which bring home to the audience at every 
step, his close understanding of every line of the 'Praban-~ 
dha! he is portraying and also of the epics, arts and sat 
ature of our land. He, at the outset, should be otrons Jana” 
patient as to be in the inconvenient make up,as fo bear the 
heavy costumes and stilJ perform the exhausting vagowous 
dances, mostly ali the time he is on the staze. Above all, 


his presence of mind and cold common-sense is his asset. 


1 Muliye Timmappayya: ‘'Part2 Subba't- pel5 
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As in the case of the moder actor, the spsken 
vord is not fixed for the Yekshagana artist. The Paacavote 
with bis verse will only prescribe en orbit for th> artist 
to £0 on with his own vords and acting. The spoken vord ic 
ail original, spormtancous and extempore. The prompcer does 
not exist in the world of Yekshagana. It ig this freedon 
of the artist and the absence of any fixed form for tue 
spoken word that emlivens Yakshegona and makes the sane 
performance new and sustaining every time it is staged. 
The prose interpretation of the actor depends on hi3 orescnee 
of mind in spite of his playing the same role in tle sane 
‘'prabandha'! eny number of times before. During a | erformance 
he lives in a state of real dvanatic suspense as he vould 
have no chance of Imowing what his'opponent' would sneak 
next. This handicap is also the merit of Yakshagan-, for, it 
chenges the surface compiexion of the dialogue and provides 
scope for alteration ond improvement in characterization. An 


artist could achieve the art of acting im Yakshagars only 


after meticulous training for years. | 


Successful artists of Yakshavena enjoyed a sreat 


status and honour in the coastal villages, md wherseyer 


t t 


7 ALL the well-lmow artists of the past studied the seerets 
o£ the art for at least ten or twelve years. In the - 
strict tradiviozal maaner they would recerve tuition and 
training at the feet of a master regarding the techninue 
of make=up, modes of dancing (Hejje gati), Giriacrent 
festures (tAnganysa') end marmer of talking: G. 1. Pande- 
shvar~ Yakshanatexada Bhavitavyas 'Kannada Vratia’t Spcd al 
Number-1953. ped. 


£36 


visited cities, they midé & lasting impressicn on teem. ' 

Many of the reputed -exeiGts of Yakshagaria had a rare -~ 

understanding of the Secneva of sctang and "would campare 
well with any Tada yr western artist of the pre~ 


Eee 


yo 2 
fessional stage of Seteen."* De, V. Raghavan while 


= 


considering the artig@we Gulities of ‘Ganapati Praifu" the 


sabe 


celebrated actor veleneizigy $6 *Paradur Dasavatara Samgha' 


ae 


peld him o compliment says that he, with his rare ¢emmand 


on the art of dance, géeuieilaszaon, talking and rouging o 


r 7 be 
sentiment can be an equal té 'meny Ydayashankars'.? 


Some of the past.ogeters in the art whe are Enti- 


mately renembered even te=day are 'Kumbole Nagrapnos’ fer 


huacuz, Kokkarane GatiapatiL zor Female roles, Kumbale Maiinga 


for the leading grand, relies like Ravana and Balarama. and 


carer 


4 Yakshagana troupes of the costal trot frequently teured 
in South India and in Maharastra. The prominent avang them 
were Peradur Dashavatara Sangha and Dakshina Kenaada Yak- 


Shafana Songha. : 
2 WET WH To Ke Hwayy Tee, ng, YFom¥ndm, I~*rek 


WROAB MB KOIMA wT wn KH SEESYY otw wosax 


BAPOMAA HIS Gay KSQ ah wxka TCA Rok oiawer 


G.R.Pandeshwar: Vakshanatakada shavitavyya: ' Kannada 
Fritta’.Spl.nunber 1953. ped 


3 Y.Raghaven: Yakshagenoa=- Jayakamataka Vol. XII.13.p.15 


As 
3 


BS DRCHG as SF mo KSy aw aheny Gag? Fo Bees. 


a et 
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Upparahelli Sesha for sublime characters like Kama.! this 
glorious legacy of the art is ably borne even to-day by 
imposing experts and ell-round artists like Keremane Sivarama 
Hegde, Karki Paramayya, Murur Devara Hegde, Brahmavara Veera- 
bhadra and others in North Canara (Badagu Tittu) and ¥.Vittala 
Sastri; Nerayéma Bhaita, Dejasetti, Haladi Rama and others 
in South Genara. When e performance of K.Shivarama Jegde ox 
K.Vittal Sastri is witnessed, one feels that Yakshagzana, in 
spite of ravages of time and various influences has set retain- 
6d the rich native art of farnatak in abundance and if the art 
is supnorted by such expert hands, Yakshagana will undoubtedly 


have brighter days in Lobares* 


Different schools of Yakshagana: The western coastel region 
extending from Goa to the border of Malbar in the So2th has 
been divided into two parts, considering the differences in 
the techniques, of the portrayal of Yakshagana. The northern 
region which has a different style of presentation is called 


i I 


4 M.Dimmappayya: ‘farti Subbal~ P.44. 


2 K.Shivarama Hegde is known cil oyer for his portrayal of 
the role of 'Duryodhana!t. He perforned it vith coamendable 
’ skill and understanding in the Kannada Sabstyu Sammelen 
that met at Kumta in 1954. He is a thin man with a fragile 
body but when on the stage 1m full make-up and costumes, 
he occupies it fuliy, interelly end figuratively. Karki 
Paranayya ox Parama ilasyagara as he 19 imownygis axzout 65 
‘years of age nov, but his portraying the role of Shamba~ 
rasura' on the same occas.on, with his snoony danee and 
talzking,gave thrills to the audience. K.Wittal Sastri, 
the leader of the Menjunatha Mela of Dharmasthala recently 
paid a visit to Hubli vith his troupe. The ease ard - 
informality of his purtreyal competes with the grandeur 
of impression, Shri. Mahalingan of the same troupe 
playing the main opposite role (Pratinayaka) and Ramachendra- 
rao who plays lady roles= are also artists of rare ability. 
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the 'Badasu tittu’ while the southern region is knoen as 
enka titty’ with Udipi as the demarcating taluka. Main 
difgerences betveen then are.. firstly, the Bhasavedta of 
'Bodaeu tittu' uses one pair of cymbals (tala) while 28 
counterpart 17 'Peniu titta' uses the Gong (Jagate tolu}; 
iNridange? of the North is longer and narrower at tae mds 
Siving sharp notes at high pitch, while in the Sout. the 
Mridanga has a wider diameter sivins base notes (Kele and 
Mandara) with sounds of ‘Shankar’ and 'Dhinkart; ‘Crende! 
in the South is used «ith better proficiency and profit 
es an aecompaniment for rousing even a delicate sentinent 
like ‘Sxingara’ and subtle dances as ‘lasya! and " the 
reason for this superior exploitation of this powerful 
percussion ingtrument in the South is perhaps due to 
the better efficiency of the southerners in aalciuy 
this ingtrument. | Secondly, while the performance in 
the North pays erecster attentim to acting (abhinay2): the 
Southern style has specielised in the art and techn_qke of 
dancing. Thirdly, the Bhagavata of Tenku tittu is e lone 
singer, While in the North, the Bhagavata is invarzably 
acconpanied by the performing artist also. Fourthly, while 
the northem Bhagavata stops Singing elong with the beating 
of the cymbal, in the South, the Gonz (Jagate Kolu) ontinues 
an these coudde eyen ofter the recitatzon of the Bhagayets 
stops in order to give a nice Linesse to the dance 3f the 
character. Finally, the make up amd cosbumes of the southem 


Style is better, more imposing with a pronounced siLallarit? 


1 K.PeYenkappa Setti. Presidential Specch at Kumta Sammelar. 
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with the methods of Kathakxali. These differmeces 1 the 
performances of Badesu titty and Tenku tittu are obviously 
due to the locel and regional inflvences as well art the 
contacts; but the souree and purpose temain the same and 


they produce almost the same total. impression. 


Prasenge: Yakshagans is essentially an open air performance 
and vill be interrupved by pouring coastal rains for full 
four months in the yoar. In the absence of a full ircas 
performmice of Yakshagana in the open air, the coaszal 

region has evolved an altemative in what is called ‘?rasanc.’ 
or fale Maddale!, an indeor mtercainment, closely fsllowns 
the lincs laid down ty Yakshagana. ‘Prasanga't is a virtual 
Yakshagana performance wibhout the latter's camtumes and 


aancese 


in the presence of .an audience assembled in 4 sta- 
cious hall, the Bhagevata sits in the centre with kis aceom- 
paniments, and the artists (Arthedhari as they are called in 
contragt with 'Veshsdkari! of Yakshagana) sit in frm. of hir 
in tye rows opposite to each other. Bhagovata selects a - 
particular 'Prasangat, sings she invocation and recives 
verses as in Yakshaguna. The verses will be interpreted ty 
the artists sittings im plain clothes still assuming diffcr~ 
ent roles. The illusion is created ell the same tor the 
participants talk with all the vigour, bearing and tadcre 
standing of the voles ther tortray. Individual entity of 
the participant recedes to the background end the mythological 


heroes dence before the mental eye and the avdience m3o¥ 


1406 


the performance inmensely, for afterall, the physicl eye 


beholds much less than the mental. | 

fhe *Pracanga* emphasises on the literary aad 
emotional exposition. Compositions like ‘'Xrishna Sasdhana* 
end "Angada Sandhena', which provide greater scope Dar 
literary eXposition and imaginative interpretations are 
usunlly selected for the performance. '‘Prasangia' is an eyi- 
dance to snoy that tease dramatic situations aid etrosphere 
could be created without dance and even costumes. that 
the Pauranik, the Keertemalara aid the Pathaka did single 
henéed, is done more ably by a team of learned artixts here. 
'Prasanza’i fas more adranatic colour in it then the cinzle 
handed perfomance o= the Puronika or Keertanakaras tet still, 
it cannot be a * drone! in the correct sense of the word 
because of the akeuice of settings, dence, make up mad cos~ 
tumes, It is, however, not improbable that it is the middle 
step betwee the ‘pravechanaLara’ on the one hand and the 
full-fledged Yakshandtak on the other*= in theevolution of 


the theatre of Karnetak, as suggested by Prot. Frishiasactri. 


4 ily R. Anenthalkrishns sara recalis his yvitmessing . ‘play 

in piain clothes! enacted um the Sanskrit Pethasrela of 

Mysore. It was the Sanskrit *'Veni Samhara Nateaka'. Four 

boys Game in their daily clothing and sat on chaics. Ome 

of them said to his neighbour 'Priye' and was ressonded 

by the other who said ‘aAryaputra'. The audience liusthed, 

are that one was Enima and the other Dranpali; but 
ithin a fev MINUCES y the audience sat up with fell - 

ead enjoyed a real drama- R-Ananthakri smasarme: 

Netakopanyasa: Prabuddha Karnataka. 79. 1939.p.12 


2 A ReKrishnasastri: Sanekrita Natakagaiu. p39. 
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Mudalapaya: While Yakshagena is essentially en inaigencus 
theatrical mode of the coastal tract of Karnatalk, tie easter 
table=-land- North Karnatak and Mysore=~ have evolved a mode of 
opm=<agir performence called Mudalapaya or ‘the Meth:d of the 
East’. fhe performance is also recognised by tho nanes - 
‘attadata’ which means ! @ performance on the pletform', 
Bayalata, to mean ‘a performance in the open-air’, Doddata 
to convey that the pérformance is an imposing play' and 
Doubi Dasara Kunite used mistakenly to suscest that it is 
the perfornonce of the Dasas’. The procedure af the mre 
formance is roughly on the lines of Yekshatana itself but 
the obvious differences between them in the details o£ 
production make the two casily distinguishable. In some 
of the villhges of North Karnatak both Yokshagena ard “ude- 
lapaya thrived aide ty side, frequently performed br specig-~ 


lised parties. 


Mudalapaya has all the essential complimentc of a 
typical mode of Folk Theatre with its Bhagavata suprorted by 
a band of chorus singers celled 'Himmela} vigorous Gances 


and music, Clouriul costumes aid makc-up and finall,, an 


epical there andy organic develoonent. The platfurm in the 
decorated arena is more spacious than for Yakshagana, for it 
has to accommodate a bigser number of participants wno per~ 
form awe-inspiring vild dances. The performance Spams with 
a prayer to Ganapati, the God of Leaming, who appeacs om the 
stage and blesses iv Lo success. Unlike as Us Yakshagena 


where the different characters are introduced to the aud:eonce 


' 442 


by the Bhagavata )Mudalapaya has a special role called ~ 
'Serathi' to do the necessary introduction of the charseters 
od aiso to provide substantial humour dor the audience. Lvery 
character addresses the Sarathi vhile speaking and an inge- 
nuous Sarathi is a link between the audience and the roles 
on the stage interpreting one to the other. He fills in the 
ap between the exit of one role and the entrance of another. 
Witty as he is, ke often indulges inte humorous conversation 
eyen 


with, the audience. Sarathi is an essential limb of Mudala- 


poya and is usually assisted by Ecdangi, the jester, 


fhe grandeur of the performance ic in the ccstunes, 
dance, acting snd csiking of the main charecier~ Barnsda = 
Vesha. The main artist is usually painted asd dreszed up 
at wis om residence fully attended to by the village experts. 
He will wear fatulous enstumes in fast colours with golden 
eubroidery (peetankara). ‘Veeragashat (heroic way oF wearag 
the loin cloth), Tolapavad. (Silken pads for wrists), Kanchi~ 
dama (broad waist belt}, Kavacha (upper garment), Kurecta 
(crown for the heac), numerous necklaces, ~ads md es flowing 
robe at the back are bis usual wearings. Heavy jungle wil 
be tied avound the ankles over the socks. He will be laden 
with scores of artificial amoments above the waist, is made 
ta look most igoouins end is brought 1n ae procearion 11th 
911 torches on either side,led by the village band rartye 
(OLaga').e Whenever the procession halts on the road, the 
artist performs a wild round of dace with intermitiont 
wer cries. After he 1s seated in the lone chair on the clat- 


form, villagers make gifts to him ‘tthe homage’. He is then 
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prompted by the chorus irveo actions a cracker will 3e 
exploded and he springs to his feet, spitting fire from 

his eyes on the foe who will have stood to his oppasite 

on the plaiform amd thus opens the grand drama. Hervic 

roles Like Bheema, Duryodhana, Ravana and Hiranyakashipu 

are presented in the HO St imposing make-up aid costumes. 
These characters, aid semetimes sven minor roles lise 
Temunent and Surpantht rush and jump up to the platierm after 
taking a feu hops through the audience shouting loud shrieks. 
fhe polish and finesse of the Yakshagana make-up ia missing 
in Mudalapaya, but she emotional intensity is carried to its 
Climax by the wildness of dancing and acting and the audimee 


thrilled. 


The performers of Mudolepaya are mostiy ili.terates 
and unimaginative when compared with the Yakshagana artists, 
end so, their performance aay look to be more physieal than 
intellectual. Unlike gc in Yakshogana again, invar_ably the 
prose is memoriseds the prose oe is heavily burdemed with 


Sanskrit words and scrings of deliberate alliteratien. | 


Po COQ MEST AYA” BOSD ateds gross Hesngs:— 
ATR osx Hd My? 
RED, DEF, VOR RE Srovadbe, Moweas Soh ery ome S09 Go) 
oT WA Boag BhIT hoa ck WrdSIwWT Horner ds yrs? 
ALP: Doky, MS WH} 
WED TY 97 FIUs, WW ST AUK, SHWMS , UH Syts HAS ove 
TK VIF OL 0 aio BO Kav BAy 1039 F aT SINS KYU TH SF wos Sew* 1S!) 
EKA FHIMG, Vex Sw oe BHYDOA TOS Hw WES Kors wy Ts FHS 
QOS , TSH SES pS arf SAG 6 oR Wok Saeiges. Cau 
ee —S BS SOW) FO) Kader deo WoswPrdoso do Ruy Sse 
ye DH UF MB NE HY, - Kadey WCWk SnWays- 
star aly TVS MOT Kos ya sovEs So 
SS) SHYEW OY Fos We SYS Tos O26 BS ASU PAW EMIT) 
Surya — aS oh, SMS BH, MNO Wj S25 e, 
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She prose otructure is tight, involved and elangated amn- 
sisbing of words that can previde scope for the over stressing 
of the Letters '?* and 'Dt, Compositionsof Mudslapays are 
thus necessarily in prose ui@ike the cenpositien of Ya shagens 
vikich is noetiesl. 


Mud@lapaya provides munour im a large measare but it 
may sound to be exude end eften physies! than verbal walike 
the literary dnd chaste huscur of Yokshagana'. The dance 
of Hudalanoysa Locks wilder, méoaic more nonstoncus in apite 
of the suppoxting chorus and the soctusies, often tos sandy. 
Tta themes though dram frou the epics, seed to lack tee 
Bhakti clement which is fourd in abmdence in Yakshagama. 
Yet, when ib is performed by an experienced troupe, thes 
Mudalepeaya of North Eaurnatak ean create a fantestic atme- 
gpheze of the wild srotesque ond tegs the eudience fron 
dlinos to Climax with thrilis, betueen. With its warewrLles, 
dencea, Lervbastic settings, it leske that the Mudsalapaya is 
gonetimes for more wild and thrilling then Yakshegana that 
often becomes @ ‘tame afiair’ in comparisons 


Reeawvtly, within these fifty years, Nudalopaya ceeams 
to have been much influuneed by the sethads of the - ~ 
progessioal stasae Unilke os bezere, the platterm wi3l be 


1 Sometimes there would bo an overweight of erude huasur 
(of Sarathi) crushing the dignity of the Leading character 
at repartecs Like = 


- Ro & xh AX aca 
ASH wd, Qu - Wea) I 
: wk, bus ene Weta, 
gu: a Soa. 10% SIL / 
WoSh WS ADS WEXS | 
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covered on three sides and will have oddly painted curtrins, 
tuo of them usually. Even the costumes and make-uz reveal 

a pronounced alien influence. The age old 'Panjut .s replaced 
by the petromax, the village band ('Olaga’) by the sarmoniun 
ond finally, the fundamental vigour expressed in dmce amd 
var-shrieks seéms to have faded ovt considerably. Yet even 
to-day, on a festive occasion, if the Doddata. of *Ramanya' 
(Ramayana) is announced, the entire village ancludme even 
the old and the sick will assemble and enjoy every bit of the 
Long performance that bridges the anak with the dawi. Aftes 


all, ‘audience is half the play'. 


It is because of the comparatively rustic crudeness 
witnessed in the performance, Mudalapaya is considered to be 
more encient than Yakshagenas | It is compared with the open- 
air performance of Ancient Greece because of come .£ the 
identical characteristics= like the absence of Settings and 
scenery on the stage, com.ogition and function of t-.¢ chorus, 
heroic themes avid non-comiercial nature of poth.” dudalapaya 
is considered by some scholars as the most typdcel of 'Prakritt 
performances that influenced the early Sanskrit Drana supglir~ 
ing with some of its theatrital modes and basic rol3s which 
‘later came to be eallcd 'Sootradhara’ and 'rarlparsiwaka!' 


who"“later assumed names like ‘Vidushaka', ‘Vata't an Shakeare!? 


1 M.G.Venkabeshayya: 'Attadata'~ Rangabhoomi: Vol. !V.pp.7 _ 
o, Vol. y. peS 


2 M.G.Venkateshayya: Ibid. Rangabhoomi: Vol.IV. 9 2p. 146-147 
%3 Rengabhoomi- March 1929. op.110-115 
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The suggestion is significant, but exceptinz for 
the comparative crudity of performance, there as ne- other 
tangible evidence in support of placing Mudalapaya far 
earlier than Yakshegana, ae antiquity, wor is there any 
material evidence to prompt the conclusion that Yakshs~ 
Sana is the outcome of Mudalapaya or the other way about. 
Each seems to haye lived independently for a long time and 
Similarities in their features may at best indicate mutual ¢ 
impact on each other. Development of one and the cwudity 
of the other may essentially be owing to environmental 
influences. Secondly, several factors provide a coitrasti 
rather than a compromise between the ancient Greek -lays and 
Hudalapaya, the importent ones being the wesring of the mask 
in the one and the absence of if in the other, the tragic 
end of the theme in the former and the happy end of it in 
the latter end finally, the three unities that are tonsidered 
to be fundemental onditims for the mcirat Greek irans 
being totally abseirt in Mudslapaya. The disparity between 
the tyo would indicstec the absence of any influence of the 
one on the other, thouga there was a close contact ‘mostly 
commercial) between Ancient Greece and South India, The 
theatrical moées of line tio countries were obviously evolved 
independently, ond so,my similarity between the two in the 
theatrical pattem ar procedure would be owing Lo ire srme~ 


ness of human mind. 


the opinion that Mudalapaya more then Yakeshagana 
has contributed concepts to the creation and develoement 


of Semskrit drama deserves some consideration, for 1% 1s 
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highly probable, as suggested in the previous chapter that 
the Sanckrit drama oves some of its grains eat least to the 
then prevailing Prakrit mode of performances of Sovth India 
and possibly of Karmatak. But the absence of eny substan 
tilel evidence prevents Mudslapaya claiming an eorlier anti- 
quity then Yakshagana ed so, il cummot Le said thre: it was 
Hudalapaya and not Yekshagena that influenced Sansleris dvana. 
Dxcept in a few detaiic already discussed both them modes 
resemble each other in their methods of presentebtian, purpose 
and fulfilment. They seem to be two faces of the sume vra- 
krit perfomenece anid branches of the sume theatre Geveloping 
aigferently under aiiferent environments. Je there is no 
clear print of the distinguishable characteristics xf the one 
more than the other on Sanekrit drama, ib cannot be seid as 
to which of than intivenced the Sanskrit drame and which, 
less. Even in the modern times each is as popular ae the 


other and as elfective also on the diffe: mt audicmeses. 


KRISHNA PARILJABA: A theatrical mode that has still held the 


village stage in North Kamatak even in the age of tanema is 
Krishna Pearijata, a much refined pattern of Doddata. Refine- 
ment in the perfornence and the resultant popularit: is 
essentially due to the magic touch given by a folk voet and 


artist by neme Kulgod Tirmanra, of Gokakx Taluk. 


fhe original cumposition of Krishna rarijat: is said 
to have been written by an earlier folk=poet by neme Aparala 
Tammanna of Raichur in fiyderabad KRarmatok, who 1.ved in the 


early years of the ijth century. The origanel composition 
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which is full of verses bears a pronounced influense of the 
methods of Yakshagana. Years Later, Kulgod Timmanna vho 
was deeply influenced by the Yakshagana performances of the 
visiting troupes from the coactal tract took us the old 
composition of Aparela Tamnanna in order to evolve an 
equally successful indigmous theatrical mode of nerth 
Karmatak. He trimmed up the original, added up his own 
lyrics appropriately, collected his friends and strged 1% 
asa drome. The experiment was a great success anc wat 
very new to the villnse audiences. Krisma farijaia got 
2 great welcome all over and the troupe of Kulgod Fammannea 


+} 
‘recelved Invilations from every villase of North “aratax. | 


The success and attraction was due to the seen 


theatrical insight Sf Timmenne who reteined the love-theie 
of Rrishna Parljata but made a series of changes ir the 
methods of its preseniotion. Modern touches of pomelar 
Marathi Light music were given 410 the songs; the characters 
themselves were made to mung their respective songs, yet 
with the support of tne traditiocal chorus. Modern inetru- 
ments like fable, Saransi and Harmonium were introduced; 
bettozr attention wat paid to the frame work or the olay, 
the elage, make-up and costumes and finally, women vere 


2 These 


initiated into ieking rart in the performance. 
invortent alteratia:s marked the performance as a nz. expert 


ment . which catered to the changing tastes of the ieople 


rere 


1 Bebgeri Krishna Surma: op cit. p.355 
2 Kenjalasi Ningasaal was one of the reputed Llody-artists 


of Krishnaparijata. She built her own trouve later and 
toured the oi2ties and villages of Marmmatak in igus. 


149 


who were Slowly acqueinting wilh the urban profecmcnel 
plays. Hrishna Parijata marked on to stage amiddle Stone 
in the progress of the theatre fran the folk to th: are= 


£essioel, 


SANNATA; A more recent mode of the folk theatre tian 
Krishna Parijata is Sannata, so called evidently t+ digiin- 
Suish it from the ueli-imown Doddata. Sannatea is virtually a 
drama set essentially in the traditional folk methed of 
theatrical procedure hub bearing the influences of the 
performances oy professional companies, particulary with 
regard to stage, Setéinge, make-up and the spoken srose in 
dialosue. Samata is about 50 years old and is porilar in the 
villages of North Karmmatsk because of the impressive per~ 
formances wf the teams that came from Belgaum md Shuryw st 
districts, particularly from the villages like Nareidre and 


Relgerie 


Samiata comtanes itselt the salient featurec of 
both the traditional foik theatre and the mo¢ecra professional 
productions. It is baseé ecesentially on a MORAL ang ~hilo- 
sovhical themes but nol usually draw from nythologias. It 
Goes not ley predoninont emphasis on gorgeous costunes, make 
up or dances at vary.ag rhythas as Doddata does, thaush the 
procedure of production is on the methods of Loddata and 
in fact wham performeu, it losks a much simplified %ddaia 
om account of the sameness of procedure. The platform sc«t for 
Seamnata 15 a regular stage covered on three sides amd equi- 
pped with self=-risins wrtains, bike Doddata, 14 1s 4 whole 


night performance aril ovens with songs by the chorags and 
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its leader in praise of Ganapati, | Ishwara” and Saraswati.” 
®he ¢horus joins the leader only in singing 'Arake_i' the 
opening lines of the verse at the end of tach stansa: the 
actor also sings alongs ulth the Bnasavata. The jescer is pre- 
sent but with a different name 'Lalu', Introducing to the 
audience different characters of the vlay as cach envses 
the stage. The ector performs an occasional dance bet not 
with the vigour or intensity of the artist of ¥ukstapfana 
or Doddata. The ector serforms three rounds of short dances 
called ‘Chalti! at the specific timing ollotted while the 


Bhogavata sings at aifferent tals like Irital, Ektnl and 


Jhampetal. Gymbals, Yabla, harmonium and the recently acgu- 
ivred Vislin are the accompanying instruments. A sorcrality 
ef the performance is the playing of the instruments at ~« 


different rhythms at the same tims, all jouning together in 


unison at the final climes synchronising with the short dance 
of the actor. The ausic conteins a fair mixture ot ragas 
like Bhairavi md “Malteni of Hindusthani magic in widition to 


a feu popular tunes tekea from the Marathi stage plays. 


A fundamental aieeerente betveca Sannsta arn! the other 
folk plays is in its being a written out play sssertially in 
prose with interspersing verses, and also in the armlist's 
gaphasis on tacting', en over stressed employment of the art 


of gesbiculation in synchrony with the spoken word. Pne -~ 


1 WAKES ay FO 2 we BY & HAI AS 
Anh Pes ose are OSS) IK AT - By SURG 


eos Svat So kalos Bef, 
Rok woe THK HS TY 


9 
7 


we: 
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perfomance provides no scooe for the actor to react or 
speak extempore for lt is e regularly rehearsed drama with 
the actor Lully nemorising his long prose passages ramning 
sometines to three pages without aq interruption. As is 
typical of the folk theatre the play-wright is not asuelly 
mow though the plays theaselves are recent and popular. 
Script of the ploy is usually sold from one rartyto another 


on the paymen. of an anount ransins from .25/+ to os 30/-+ 


depending on the popularity of the play. Some of the very 
popular Semmata plays are ‘Allama Prabbu', 'Satyashesla', 
'abirdas' und ‘Jodabait ‘and they stress on the moral and 
philosophncal aspects of living. fhe perfoimance provides 
‘on the stage opposite camps of the moral and immoral ond 


1 During e musical 


arives home the triuwph of the former. 
duet both the artists ‘impersonating opposite roles dance 
divfermily yet synchronising vith the tines and rhvthn 
pattems provided by the leader and the chorus. Sasmata, 


thus has: some of the traditional elements af the folk stsge 


7 The usual streas is on ihe chas ity of woman and on the 
triumph of intezmnal 'powers and the performance preacnes 


in simple vords the ‘practical morality. A musical 4ialosue 


betwen Satyas heela,an enlightened monk and Tara, tne - 
young Wife of an azved man runs as-~ 


MB. Tom NAY, Sows Nod | Wie ahosy ; 
oS Se ZA SH Ay amy oJ weno Ss Sip) HON) 
Bese & Sa, x SA 568 
ASMA WP Sag CSyrSFimy ...- wre 
SOO, treads DISS ABODALA Lassner 
ADS ok SoMtNsn Bary AKA 
SES St SCS MIC Sv OG 
Ue ek “as me Ss SSH As Ss Get ces qs, 


such parallel pictures of;moral and immoral are provided 
in almost all the Sannata plays lnke ‘Allama Prabhu! (Allema 
Prabhuts advice to Mave): and ‘Kabirdas! (advice of Beebi, wife 
of Kabiz to the impetuous Madana). 
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like *Poorva Ranga’, the Bhagavata with his chorus and 


pome dance, music and stock characters like ‘Lala’. 


Its depart from folk traditions is seen in the method 
of talking the prose with exaggerated gestures anc im 
the make up and settings which closely resemble tke vaya of 
professional productions. The artist ia given no 1: berty 
with his words ‘in order to prevent any distortion cf the 
lefty moral themes’. Seamata, thus shifts the emphesis 
from the actor to the playwright~ as if a precursow of the 
amateur stage. dhe dethoe of make-up also marks a transi- 
tion from the fol theatre to the modem theatre, ‘The actor 
just painte himself like the professional aetor wi Stout 
attending to the ele borate working of the features a in 
Doddata. He does nut wear 'Kireeta', the crown, ' 3hija- 
Keertit~ the shoulder Blade, and other imposing ormanenta. 
The Leading role will wear a gown and socks. The jester has 
his looge Loin cloth, q jubba md a mundasa, the heat-dress 
in éonbieting a ties, The lady of the pley rece-ves better 
attention then in Yaltshagana or Dodéata. She wears @ wig, 
an imposing saree with heavy necklaces. Thus with tre 
comparatively modern make-up and an emphasis on the script, 
Samiata Looks a virtual stage drama bridging the vii_age 
'Doddata’ and the urban professional performances. ‘ith 
its engaging theme and lofty moral tone as the oustat_ning 
aspect of the show, Sannata is still popular in the willages 
of North Kamatek. 


i 
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Bol Theatre of Mysozes It 19 strange indeed, that Mysore 
vhich made a grand contribution to the professional theatre 
did not evolve any original mode for the folk~theatre, 
nossibly because its needs vere catered to by the 'Doddata' 
played in the same patlem as in Jorth Kematak ani by the 
Visiting Yakshagane troupes from the coastal tract, parti- 
cularly from the 'fcnku Tittut. Reyal patronage was extended 
to Yakshagans from the times of King Kentireva Narasaraja 

as made clear by Govinda Vaidya. Later, the Mysore Palace 
recerved a Yakshagana troupe from Dharnasthahe in bie year 
1812 and maintained 11. Again in 1667, King Mummadi Krisimg= 
raja Wadeyar wrote to Hanjayya Hegde of Dharmesthala asking 
for some expert artists bo replenish the palace trow7e. ~ 
Aliya lingarej Urs (1$22~1874) of the Royal family «rote as 
many as about sixtr compositions of Yakshag. na, rehearse’ and 
gob ‘many of then! staid ty the 'TDashavetara melat of tae 
palace both at the raiace an the Royal presence at Judure 


Totti? and at his own ‘residence. | 


Indced the Court per~ 
formances of Yakshagema vrovided no access io the ce amon 
men but Ll did lead the way end insvired mm@y 3 'Dechavaterae 
Melat into existence both iz the citics ond village: of 
Mysore Stace~ particularly in Sagar, Chitaldoozw anv Kolar. 
Since then a number of poets wrote 'Yakshagsana Prabandhas' 
the prominent of then- after Lingeraja (Alaya Lingazaj Urs) 
being Tippannarya (*gundara Kocda', *Hanumadvilasa'’ and 
other prabandéhas), Ke Anontharemazah ('Bala Leelet Bana- 


sura Kethe’ and others), V.fattunna ("Dhruva Charitre’ ;Nala 


4 0.Re Anandarao: ‘fue Falace Company’. (Manuscript). 
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! 
Charite! and others), ‘Subbaraya (‘Kariya Bhantena Kathe', 
‘Karnarjunena Ralaga’ and others) and Rama Shastri ‘'Jala- 
ndhara Ralasat, ‘hora Kathe! end others). The Mysore ~ 
perftommces clesely resembled the methods of the Yil:sha~ 
gana of Tenkutittiu, thovek they lacked in the colourful 
costumes and vigerous dancing of the coastal perfor-ers. 
Preasenga or Tale Maddale was also popularly performed on 
festive occasions particularly in the tenples in ciiies, 
while the villages jesenaed on the age-old Doddata tor their 
entértainment. Uysore, though did not originate an: inde- 
pendent mode for the folk theatre, it found abundant enter- 
tainnent in Yakshagana, Doddata and their variants, Yaksha- 
gana in particular wae accepted as both royal and pcpulor 
entertainment sid thus, Mysore paid a homage to an unriv-lled 


folk art of colour and character. 
i 


The future of the fol: mode: ‘These various theatrics modes 


of the. folk theatre have preserved themselves in spite of 

the damage done to thea by the changing tasces throvzh the 

tines. Yakshagena and mecanee at alae ad provide 2 7olden 

link between the past and the present of theatrical art of 

Karnatek. whet Professor Wicoll observed of Imslish ~Leys 

of the mediasval age, Tits ideally in their case alsp.'There 
is freshness of, farcy here, a free treatmet of + 
material, a ich fund of humour ad at times a true 
sense of the profound and the tracic."! They appea- 

led profoundly to the na'sses indeed, but they charmed the 

elasses too. They pervaded the entire foik vorld und - 

1 A.ilicoll: ‘British Drama'- p29. 
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remained the unchalicngsed modes of the folk art and theatre 


of Karmatak. 


f 


Yet; when a performance of Yakshagzana is wa sched 
to~day, it brings conflicts in the spectator as to _ts 
future, for it has lost some of its vitals like the oil 
torch thet created a convineing drean~land, its ind_genous 
instruments like Pungri and Mukhavecna which gave a mich 
native tone. the vast Learning and meticulous training of 
both the Bhagavata and the actors- vhich gave a sublime touch 
to the performance end it has also lost to a considerable 


1 its cance 


extent, its original pattern of sresentation 
in varied rhythms and even its elaborate make-up ane iapooing 
costumes. While the Southern Style (fenku Tittu) is clearly 
influenced by the netiiods and make up of Kathakkali“and has 
become impure" ,* its counterpart in the 'Bacagutittu' 
seems to have taken ante of the professional stage drama. 
The worst among its acquisitions seem to be the hanronium?, 
e loose talking often indulged in by some roles and the very 
mistitcing thenes." With these, the future of Yakstagana 


iocked rather dim and disual a fev yearg ago. 


1 Some of the old cnaracters like 'Ardhanari', 'CGheppara 
Mavicha', ‘Stree Yesha’ and even 'Poorva Ranga! is shed off. 


2 '‘Negarikat-~ Baily of Kuntay; 31+3-1954. p.2. 

3. ‘For every discordant musical note heard in India to-day, 
the harmonium should be blamed'.Haerindrenath Chattona- 
dhyaya: ‘Kala’ iepte 19316 p» 107- 

AZ «yaeas Essays CEN, QByNH 80%, Oe S0% BEBO, e eo Ls 
SAS MieseAs dy Gow o& EnX Hug SWS oh Arye 

(Brod — oh Kas FRO Bry 3U 
odio 2, Ins arys ys YO 
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Meny en art crituc and well-wisner of the theatme of 
Rarmatas expressed anxiety of che future of this celourfel 
mode sid blamed for ius dccay, the sense of realiss that 
yas getting inte the soul of Yekehagana and warmed ot 
afeinst meccly hanging a& a henduald te ‘Shastra’, 'Pandi- 

4 Crities vrote deploying 'the 
Lack of taste end patronage on the part of tie public 


tyat or even to tfavinya’. 


end a careful ctudy and atrenuous training om tne part 
of the artist. © they calied on the living masters to 
give full training wlth a free mind? and everyone demanded 
the exadication of eaphistication and esoterisu. Atvention 
on the part of the arvist and consideration end patmonage on 
the part of the Goverment and the publie was called for - 
‘without which ticis glorious art would secon “und dts 
Braye ond pags iste history. It wae indede o 
vaming given in a much esagserated tone~ but a warring all 
the sama which desoxyed Serious consideration. \ 


AS @ result or as a coinoldence it is heartening however, 
that there is a new awotmess toming all over to «litness, 
underetend end estimate the folk theatre end particularly ite 
Yakshotana. The avakcning is a happy ausury for it sets the 
active minds te thinking of Yekshasena, Lts problems and its 
future. Yakshagana hee attracted the attention of the 


Palen] 


% Shivereaa Karabth: ttY¥skshoagenada Punerujjeevaia’~ 
Karnavéera Anntiale1949. p29. 


2? GR. Pendeshwar: ‘Yeishanetekadoa Bhavitavya': Konnada 
Yritta: 26th Bec., 1953. p53» 


%3 Hasenegi: iVYakohenatakagalu'. p95. 
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administrators, artists, learned and the layman’ and seens 
to have ‘convinced them of its worth as a theatrical crt which 


should be preserved at all costs. 


Considerations that deserve atteniion are repardinc 
the compromise of ‘Yakshovana with the changing tastes. All 
gloug, it has lived nostly on the patronage of temples ma 
has renained 'religious!.° The craginal significance atta- 
ched to the tempié and even its financial strength is weak- 
ening thin in.modern bimet and ss, Yakshagena cannot lepend 
entirely on the temples any longer. It has to be mai.tained 
vy the society which should nake it a medium of commc2 ngs 


education in culture ond art. 


It would be unioair to dictate that Yakshagana should 
be preserved in its very original pattem, for it ia =% se 
impracticable; tut it nas to preserve, as far as pess ble, 
its original grain by recreating its lost characters, by 


preserving the tradition of its make-up and costumes, by 


1 Por the first time a '‘Yakshenateka Gosti'’ wac orgerised 
under the suspices of the 36th Kannada Conference onvened 
at Kumta in Dec.,1953. For the first time again, a Yaksha~ 
gena troupe (The Hasyagara Mele of Karki) went to Belhi and 
staged shows at the Kannada Cultural Conference enxly in 
1954. The Delhi cublic, the President and the Frime Minister 
of India, witnessed the shows and received them very well. 


2 Even to-dey the guod form of some of the troupes is owing 
to the financial back up, provided by templics to wkich 
they are attached- as at Dharmasthala, Peracur,iandarti, 
Maranekatte, Hiriyadka, Haladi, Bapponadu, Mulki,idasunji 
and other places. 
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nairtaining its dance od music and in fact, by keeping 


all its original paraphenolia. it has to make efforts to 
becone the beloved artertainnent of the city-sudiences also 
by cutting short its duration and trimming up the performance. 
Tt cm take advantage of the modem amenities without _n any 
way sutfering in the soul, for the benefit of the perfermance 


21d betterment of the impression. 


Whether Yekshagana should become commercial is another 
consideration discussed and supported py some critics “or the 
obyieus economic advantages. | But then, the art may heve te 
cater to the taste of its patronizers on an obligation and 
at the cost of its own soul. Tt would be a certain denver 
to get into an obligetion with any audience (unless fullr 
prepared for sclfeadjustment) to cater to its taste which is 
neither constunt ner dependable. No art can remain purc ond 
yet become )commercial success for ali times and it is parti- 
culerly so regarding the folk art ond its theatre eZ which, 
if ceases to remain pure,ceases alg to be a typical fotk art 
that lives for its ow sake to speak of the soft green so71 of 
a region. The question then, of its prosperous future szould 


be mes by seclal patronage end the art's own appeal. > 


1 G.2ePendeshwars ‘Yakshenatakada Bhavitayya': Kennada Yritta- 
26th Dece 5 19556 Ded 


2 The Manjunatha Yekshasaotaka Mandali of Dharmeshhala ed by 
by Sri K.Vittala Sestri did stage impressive performance gt 
Hubli on tickets. The show woule start at 9.30 pm amd - 
world @o om till 1.00 aemevhen suddenly, realising tke late 
hoar for the city, the show vould, be concluded with che 
final batile scene quite unceremoniously in regular contrast 
wish the 'Poorvareng:', Still the shows vere well responded, t 


itd 
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The opening of a 'Kala Xendra' or a Teaching Taecvlty 
is imminent, 9 Kala Kendra that can bring together the d@xpert, 
the student and the critic in order to preserve and faster the 
art. It may be run on the lines of 'Kalamandalan'! of “athakali 
at Cheruthuxuthy in Sravencore-Cochin under the cuidai ce of the 
Poet Laureate Vallathol. It may vork in other directimus also 
of collecting manuscripts, costumes, ormanents and wespone of 
Yakshagana from olden times end thus become a hesearc? centre 
of the folk theatre. An annuel festival of Yakshagana and - 
Roddata performances staged by troupes draw from all over the 
Kermada lend will flip the art into better action. Bfficlant 
troupes nust also be made to go in tums around the omtire 
country of ours, Staring shows md creating a consciousness for 


the folk theatre of Karmatak. 


it is in these rural eerformances of Yakshagarx and 
Doddata, the seeds of the professional theatre ard mod2m Grama 
lay. If there is some art thet is indigenous ad tyricil of 
Karmatak= as indigenous ond typical as its music and t2mple, it 
is ¥Yakshagena ang itc counterpart— Doddata. Yalshagana can 
safely romain the pride of Zernatak comparing favourab_y with 
any other mode of Indien folk theatre; the 'Yatra of Dencal,' 
the 'Rasadhari'? of Madhura and the ‘Rama Lecla'of uppes India. 
With ites spoken vord, it Nas an advantage even over its counter- 
part in Malabar, the cccoheimed Kathakkali. If now for -te great 
past as the unrivalled University of the comuon man, imparting 
light and delight, for its own future as a lofty institution 
of ithe indigenous fuik theatre of Karnatak, it has to le ore 
served in its purity and rustic glory for ‘though it hes alrea- 


éy bome remavizable fruit, it is indeed yet capable of bearing 
more end richer’. 
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CHAPTER IV. 


THE PROPUSSIONAL THEATRE, 


Modern Theatre: The professional theatre, or the theatre 
run by professiogal artists 1s also kmown in our couvtry 
as the 'iHodern Theatre! and ‘Commercial Theatre' in aréder- 
to distinguish it froma the ancient Hindu theatre (Ssieirr2b) 
which fell into decay for centuries, and also to emi-esise 
the commercial aspect of the modem theatre. The ide: of 
taking to the theatre as a profession was rather nei ard 
awakening in India, lacgely due to the vestem influence. 
[that Like! = She tradition in ancient Indie wes/the 'actor' was elwaye 
something else by profession; an agriculturist perheps in 
the Folk Theatre and a learned pandit in the Court ‘hectre. 
Plays were staged in devotion to some gods in the teiple 
in the former case (Rang: Pooja), and as a court entertainment 
in the latter. Thus, there is no tangible evidence of whe 
existence im the past of a'tprofessional theatre’ in the =< 
modern sense. The financial aspect of the theatre tus 
never treated with any significance because the trotbe which 
played the drama in the court or in the temple, usuclly cene 
to be constituted just for that show, amd what--ever exoence 
in thab connection was met by the patron— be it the cours or 


the tempic. 


Theatre of the Middle Glass: Like any othcr comnod: ty, even 
art began to fetch a price in the modem industrial age, vhere 
money occupied the importony place in all social anc culture. 


widertukings. Money became the measure of the valu of 
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everything including skill, art and literature, resulting 
in new social values. Status made vay for contrac™ in life: 
and contract shaped cverything iancluding even the tradition 
into classified professions. Theatre could not renain om 
exception. Another result of the industrial age - wus 
the owtcome of the middle class with defined features. As 
it grew in bulk, new methods end means of entertairiient had 
to be evolved, and this called for a mode of theatre thot 
was difiercnt from both the folk and the royal, which = 
catered to the lay and the learned, but not to the iddle 
Link- the middle class: -. Till tholtime which mazxed the 
“pirth of the influential middle class, the need fo: ao third 
type of theatre vas aot felt. That perhaps is one :f she 
reasons that the history of the professional theatre in. 
India does not go back far earlier than a hundred : ears 
now; end the time of the birth of the middle class coin- 
cides with it. During the hundred years of its history, the 
professional theatre has mainly depended on the micdle clase: 
for support. These facts persuade one to associate the tus 
very Closely and bruch aside the suggestion that tlLeirz 
concurrent birth and growth is only accidental. A tesire 
of the middle class to heve an etertainment for whieh it 
was orepared to pay a price- for that was the acce=ted 
yosue in an age of contract- caused the orofessroucl theotre 


into reality. 


A Link between the folk md Court Theatres: The »rotessionri 
theatre proved to be a link between the folk and tae court 


theatre, for it attracted the salient features fro: both 
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of them to strike at a middle mark of compromise. Wille 

its advent routed ort the court theatre out of existence, 
the court itseli did not lose much, for 1t readily famed 

a suitable or even more egreeable substitute in tne orofe~ 

ssional theatre itself, which covld contribute the tame or 

even better entertainment not only to the court audiences 

but also to the folk audicaces with equal relish. Ii dreu 

all the three stratas of society together, but deperded - 

neiniy on the middle Class, which in tur got the best 

benefit out of it. The middle class did not relish the folk 

play md had no access to the court vlay, and therefore, it 


welcomed with op@ arms the profecsional play when -t came. 


Begimming in India: Calcutia- ‘Modern Theatre’ made : far 
~00 delayed advent in India for it 1s very young when conpa- 
red. with the professional theatres of other countries of ths 
world, The professional ballet dancers of France, eho vere 
influenced by the Spanish professional dancers toured ingleand 
in the early years of 18th century. Ingland had a f_ourish- 
ing theatre wth a uumber of ‘rival crofessional petfcrmers’ 
at the close of the 17th ceatury. Japan had a regu_az pe ote- 
ssional theatre at 'Yeddo? in the year 1624. | The “iret 
Indian professional players came up in Calcutta after the 
rebuilding of a 'play house’ by public subscrivtzun in the 
year 1775-76." t These Inglish theatres which were fast 
vecoming commercial filled the minds of rich land- 
‘tords with great ideas. At the heavy cost of two 


lakhs of rupees (2 13,000/—) the popular medi -seval 


4 K. Svinivas Raos The Dramatic History of the Vorld beZBy 
2 Warren’ Hastings 1s cited as a subscriber: RK» Yajt1b. The 


Indian Theatre: Dec 
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Drama 'VYidya Sundar' was acted by me and women 

in 9835.0! A number of similar attempte were made 
at the cost of fabulous amounts and a taste for tle drama 
was created and firmly established. These efforts culmine- 
ted in the establishnent of a public theatre for the middle 
class. This was the National Theatre that came in19 being 
in 1872, ‘the first regular theatre in vhich actora recei~ 


ved salary end tickets were sold to the public!. 


Bombay: Conditions prevailing in Bombay present a note- 
worthy contrast to those in Calcutta, for the 'mocern 
theatre! of Bombay does not ove much to the Buropenn - 
influence. Parsis ‘the most intelligent minority in India’, 
brought with them the fcersiaa artistic traditions developed 
then in India on the western standards. "In a sense they 
are the pioneers of the modern theatre in Sombay 
poth in the amateur and profecs1omal fielc." Though 
Bonbay also had a play house as carly as in 1770 where a 
number of Inglish plays were produced, the real history of 
the professional theatre in vestern India starts trom 1842 
yhen a orivate theatre was bu1lt by Jaegennath Shazsar Seth 
and became available for European and Indian prodi ctlons at 
a fixed daily rent. KEamatak had to wait for 30 rears after 


this to see the birth of its professional theatre 


Ghe year 1843 is ‘memorable in the annals of the 
vestexym Indien stage, for that marked the birth or the 
Marathi drame at the hands of "Vishnupant Bhave", one of 


the gifted clerks of the Chief of Sangli'. After the 


1 &B.k.Yajnik: The Indian Theatre. p&5 
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demise of the patron, these Bhave players tured professional, 
called themselves "Sanslikar Sangeeta Nataka Mandali" ma 
began to tour all over Maharastra and Karnatak. After 1851 
the Bhave players wont to Bombay aid shaped and st led their 
presentation with costly settings and costumes on tie models 
ot the Parsi and English shovs. Their shows had suctcined 


and had made a new hit and a sreeat one. 


Soon sprang up a number of rival professionel groups 
in Maharastra, in every important city like Sangli. Miraj, 
Kolhapur atid -Ichalkaranji and starved touring all ower tne 
Lend competing with the puffcd up Sanglikar Company which 
had earned for Maharastra a neu mode of theatre run on a 
novel fashion. All these professional troupes made frequent 
visits to North Karnatak aftex 1855. Their colourful settanes, 
costumes and chamming stage songs atbracted great etsentior, 
drew huge sums of money, and earned great reputatio:. They 
had their easy wey in North Karnatek because their ».%olisked 
performances looked veiy ney to the people who entertained 
themselves with Doddata end Yekshasang. Tempted by the 
&reat success of the ghurastra professicnal troupes in north 
Karnatak, the Parsi companies and particularly the vell know 
Victoria Parsi Company of Batllvwalla started its visits to 


north Kamatak, Mysore and Andhra. 


DHEATRE OF NORTH KARNALAKs; In a short while and before 


1870, the entire nozth Karnatak became 'mad' after she ~ 
Marathi professional performances which even checkm.ted 


the visits of Yakshagsena troupes to the cities. This made 


who 
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the patriotic element of the Kannada copulation thiak 
seriously and when convinced that the Marathi professional 
theatre was the ovtcome of the very Yakshagena of Karnatak, 
it inspired then further, There came up a feeling of ~ 
suffocation in the self-respecting patriot on seeing the 
Kannada audience paying for the Marathi drame, oftm without 
actually understanding 4a goed bit of the lansuvage. The 
Blamour could not be accounted for, and the only way ope 
for the thinking patriot to resurrect the indigenouw: art 
and checkmate the surging influence of the Marathi theatre 
was to build vp Kamatak's own theatre and stage plays in 
Karmada. One of the many that came to this inevitable 
conciusion in the 1870s was Sekkari Baleacharya, copmlarly 
know as Shantakavi, whe First and foremost playwrizht of 
the stage in north Karnatak. He was born in 1856 breathing 
fresh air of patriotism and a new political consciaimess 


that had set the people thinking of their country and culture! 


Speaking of the influences that prompted him to take 
his pen, the sword agcinst Marathi drama, Shantakavi des¢ri- 
bed that the Kannada country vas swept off its feet be th 


oncoming entertainers/zleeced the material wealth of Kametax 


-” 


Lamwey wpacaStp FS) Gaenys tw How Sy, So Ay Ly 
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with their magie!, and that there was a: thick pessiaian 
toll over the Dharwar area’ about the capabilities 2 
Kannada Longuage. He said that the people seemed to have 
bean convinced that the language was hard without any 
softness,tone or grace, that there was no drama, no actor 


and not even the hope of having thea in future. 


fhis 
atmosphere necessarily frustrated the sharp mind and the 
result was the spirit of challenge. With a desire to have 
the typical aid ifidigeaous theatrical art of Karnatak as 
the banner in the challenging hand, he fell back on the 

very Yakshagana which had inspired the Marathi theatre into 
existence. He desired to write original plays and stege thems 
in the Marathi manner and procedure. Yakshagana was tke most 
maiuly of entertainments md a befitting reply of vindication 
end Shantakavi eccepted the Bhasavata of ‘Karkimelg* as the 
very first and most inspiring teacher of the actors ('Natas') 


of north Zarmatak. 3 


1 De Sredos omdeHot MESES) De Belay 7 Gash TAEB AL 
DOSHCKD on Govt MSE SST Sanesany Sor ywS) 3 
AY SACD XM Oot Mey EAL 1 DYSAEKO? Ls Goss Hse was 
PZSNCW GM GHosKs WKF Kio WMS, EHPKT= 
; OSE S_ ‘93 ‘ $3499 5. Sa f€ near 
re 
en nan Sea enmes me (SU) SIMI G9 SV. DP. SEY 
Seo) YS A Sn MES FSV, TSSUTYO Ar, “ 
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Shentakavi inspired the people of Gadag (Kricapura} 
ang the result was a favourable response. The firs: pro- 
fessional troupe came up in Gadag in the year 1877. This 
troupe vas called ‘Karmataka Nataka Company! md also "Sri 
VYeeransrayana Prasacita Kritapura Natakos, Mandali'. ‘mapired 
by the entreating Shantskavi, some local enthusiasts of 
Gedage- Umachgi Lacchanna Nayaka, Gudi Raghavenérasherya, 
Konnuy Jeeva Balappa, Kunni Jmmanna and others took up the 
play ‘Usha Havana '* written and directed bh Shantakevi 
himselt. This troupe seems to befvery first to mark the 
advent of the professional theatre in North Kamatak and 


Shentakavi richly deserves to be called the 'pratharms Guru’? 


of Kannada drama. 


1 


2 


2 


Tt was in 1874, according to Narayanarso Huilgal (Ranga- 
bhoomi. Oct., 1925 p54 and May, 1928- p.134)3; but this 
is improbahle for, in a footnote, Shantakavil hae made it 
clear that it was started in 1877. (Prabhata- March 71919) 
and this is not contradicted .- mywhere as far as could 
be seem. Secondly, there is sone inaccuracy wits regard 
to this point in Mr. Huilgol's chservations, for he says 
that the Kritapura Natake Mandali was started by Shania- 
kavi himself in 1874 (Rangabhoomi- Oct..1925-p.54) and 
alters it later saying that the Fritapura Mandali was 
started by Umachsi Lecchappa Nayaka and others in the 
year 1872~73 and that Shantakavi only joined tham later. 
(Rangabhoomi: May, 1928.p.134). Shantakavi is firm and 
catagorical in his saying that he inspired the troupe 
into existence in 1877. 


WoK.Hullgol writes that the first play stesed br the 
Company was 'Banasura' (Stantakavi) followed by Keecha~ 
ka Vadha', ‘Vatecala Haranat, 'Seetaranya Praveska' and 
*Sundopasunda’. (Rangabhoomi~ Hay 19283 pe135). Thig is 
incorrect because Shantakavi himself clearly sazs that 
the first play sscaged by the troupe was ‘Usha Harana’. 


CESS SvSMA Bho tn Mescy ALES CUA SAhelosro wi 
SUA Ko Fossks — Moses — Sues Baits Agno y 


ae Sntkos ss SSI CEYEMASOY | CO WoMdh SAQCR med-G cscs 
MoRSoR FR MF HKD Ow demons dodAo — 
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‘Ushaharena' was followed by a seriea of ‘ten and 
more ' plays of Shantakavi on the Kamada stage. | These 
performances opened the eyes of the people of Nortm Rarna- 
tak. They got thrilled when ‘gods and goddesses' on the 
stage, spoke the very language they themselves spoxe. 

"Phey jumped with joy and became lavish botm in 

their praise and patronage. They liked the play, 

players end production and believed that whthin a 

night by witnessing a show, they would earn all the 

pleasures of this world and attain all thai is best 
in the other."* hig great tiiumph of Shantakavi 
end his veelising an ideal with a steadfast applicasion had 
a wider significance than a mere personal achievement. He 
shoved the vay and there was a country-wide response to his 
call and within a couple of years Kannada professional 
troupes sprang from every comer of the country,from every 
4owa and important village. There was a rich rain%all of 
Kennada plays and very soon the visiting professiomal 
troupes realised that the people here had no more glamour 
for them "because of the conspicuous change in the attitude 
of the people, Maharastrian professional truupes 
bypassed North Karnatak and went to Mysore and 
1 Other nag hdc a by Shantakavi are 'Sriyala Satva 
Parikshe', 'Sundopasunda Vadha'., “xxxxxxxx«x . 'Keecha~ 
ka Vadha', 'Sudhanva Vadha', ‘Seelaranya Pravesha', 
- 'Sakuntalotpatti’ and 'Chemdravali Charitre'. These are 
prose plays with appropriate penetrating songs. 


2 i938 TAHA Sy Uo haste Kya 1 ved WEY SHG WYAS, aus 
BIY'S epoelS HS W099 Says GOVAN VG KHoWsovon 
WE oot Sv SK WHMSY So OGY KYos HSH se nto teess aS 
4 
GSWAWMWILO Wy sodouse aby FARE pwORSscoty 
HoexEws— © es &” 


{ana 


169 


andhra in 1876~77"" 


to explore new ground fur their 
commercial talent. 

The Kritapura iandeli of Gadag started touri::z 
around the important cities and villages; moreover ac the 
first troupe under the inspiring guidance of Shantaxavi,it 
had a mission %o fulfil- a mission of creating Kanzada drama 
all over / bring souijeee consciousness in the peosle. The 
company Visited important centres of North Karnata- and 
staged plays at Dharwar, Belgaum, Navalgund, Nargund, cubli 
god Saundatti for the creat astonishment and intent relist 
of the people all over. The company could not pay visits 


wo distant places due to lack of transport facilit_es. 


The troupe had e band of good artists, all wrlli-versed 
in Kannada and Senshric literature and came to be honovred 
not merely for their histrionic talent, but also for their 
vast learning end musical interpretation of the elaissics. 
The leading artist of the Broup was Gudi Haghavendrecherya 
who played epie roles of Bheema and Ghatotkacha wish rare 
brillaence and bearuns, which earned him considervacle ~- 
appreciation. " If the people lesrmt thet Gud 

Paghavendracharya vas impersonating Bheema, they 
would flock the thectre and the evening's collection 


2 
in those easy days vould be Ra, 200/~ .* fam bal 


1 N.K.Hnilgol; Rangabhoomi- 0ct.,1925. p.54. 
2 NoE.Huilgol: Rangabhoomi~ May,1928. p.135. 
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Hucchacharya, another talented artist played the heroine 
with congiderable alecrity. % is said that sometir es even 
during the day-time ke used to dress up like a lady and would 
attend ladies’ social functions without being suspected. | 
Badeni Puttacharya made his name as the 'Vidushaka't and Yonnur 
dJeeva Balapoa, a vell lmown musicim of the time war the 
'Sootradhara’ .* Behind this band of cultured, learred and 
enthusiastic artists vas Shantakavi shaping thea with his 
rigorous training. The troupe eamed a good enount cf noney 
and wide popularity" md made the Marathi trokpes hesitate 


n 
coning into Karnatak. 3 


Production: fhe method of production of the nlay cf the 
Gadag group vas clearly based on the lines of Yaksharana 
though the performance was refined on the one nend, end was 
richly supported by anpropriate settanes and costumes on 

the limes of the Marathi shovs. As in Yakshagera, the Bhase~ 
vata- called 'Seotradhara' yas present throughout, evidently 
at a corner of the stage to introduce the characters and ta 
sing or speak the narrative portions? At the opening of the 
Spay. Séoeraanaee appeared on the stage and sang the invo~ 


cation (Nandi). He was followed by 'Vidushaka’ the jester 


1 N.KeHwilgol: Rangnbuoomi- Hay, 1928. p.135. 


2 Mudavidu Krishnaraco observes that another 'Sootradhar;? 
or ‘Dhazavata’ was Munchur Samachar who had a goad traun- 
ing im classical music at Tanjore. 


4 NK Huilgol. OpJcit. De 135. 
4 qWoeykes HSQ, KOR Geoons LaAYES oan: 
H Sy WoaT Hrs Saosoel {ST a PeSo See 
vy 
(RUIE SE ) 
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cs 

uhs, ag in 'Doddata't was dressed up all too queer wita bunches 
o£ neea leaves tiéd around his head. He used to make the peo- 
ple ‘Langh with bis dence and song. Phen followed Get fanapati 
and Sharada, presiding deities of learning te bless. the play 
oe SUSRESE: This marked the end of the preliminaries or + 
'Roorvarange! maa was followed by the regular viay with - 

G, Sootradhara introducing every new coming acter. The play inva- 


jm ren 12.8 


Yiably ended with a ‘Mengalarati'. The Kritapura! siege became 
well ‘now for nas literary aid histrionic merit. Gmanta- 
kavi was ine iife force behind it uriting original plays! 


3 
for the troupe and training the artists for production.~ 


| fhe Evitapura Uataka Mendali functioned for 76 years; 
but the death of Konnur Jeeva Balappa and Dambal Nuecnacharya, 
tyvo of the main artists broke the troupe in 1594-95 md every 
effort made by Shantakavi fo revive it failed. Without bein; 


3 


frugtrated he wrote new plays” forcdher young professional 


troupes that sprang up as a result of the intpiring eetivities 


1 Apart from the plays of Shaniakavi, this troupe stazed a 
fev plays written by Umachsi Seenappa, particularl: his 
'‘jJambavati Kelyma'’. 


2 Shentakavi was working as a teacher in the Kannads school 
of Gadag. It is said thot his superior officer yoixed forth 
the Zecling of the Marathi companies whicn were jeplous 
of the success of this troupe, by transferring Shanitakevi 
to Hombal. Phis did not deter the playvright's deterai- 

hation. Shentakavi made it a point to return to Gadag 
every evening after the school by walking up the saance 
or riding q horse or even a Buffalo te give sugsertions afd 
training to his artists. 


3 'Seetea Suayanvara’, 'Mayuradhwaja','Kalasura','Pretepa' and 
other plays Were'vrittcn fcr Nargzgund Company. Shartakavi 

> yas Later associated very Closely with Shirahatti VYenkaba- 
vao's Sri Mahatakshmi Prasadita Nataka Mandati'. 
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of the Kritapura Mendali3; he performed musical discmurges 
enthusing people into patriotic activities md lived for 
two decades more to sce the rich harvest and bountiful 
returm for his past efforts. He created a Kanneda consci~ 
ousmiess among the people and chose drama as his medium with 
rich results. He passed away early in 1920s and his plays 
yet romain speaking for the men as a compromise betavcen the 
‘methods of Yakshagana end the fullfledged modern stage playa. 
His plays still did not achieve any new ground in tre techmi- 

voduetiow and 
ques of characterisation, but the story moved fast and with 


effect. 


The Pirst Playwright: ‘'Shantakayvi' can rightly be 2elled 


" Phe Kannada Nataka pitamaha'' or the father of the profe- 
ssional drana. It is trae that Churanariseshagiriras of 
Dharvar had translated Shekuntald o2 Kalidasa into Sennada 
in 4869! about Live years before Shantakavi wrote nis 
first play but an attempt wae made to bring 'Shakuntala’ on 
the stage only in 1899 by an enthusiastic troupe of Badam1.< 
Actually, the play vas performed im all seriousness and at 
fuli length (though im two parts on separate evenings) in 
1905 by Sharata Kelottejaka Sangeeta Sanaja, the first ana- 
teur troupe of North Kamnactete; and so, Shantakave'te plays 
appeared on the stage much earlier than Churamuri's© , though 


Shainintala was trancleted much earlier. Bvidences iidacate 


4 fhe date is arrived at by calculating the data provided 
in the very Last verse of the xannada ‘Shakurntatia't of 
Seshaziri Rao. 

2 Mudavidu Krishna Rao; Preface to Churmuri'ts tZeinade 
Shakuntala Nataza’ (1934). p.32. 
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that Shantekavi preceded Kari Basavappa Shastri of Mysore 


-aiso, for, the latter's Kennadg Shakuntala was pertormed 
ain the year 7864 in the nonth of Novenber', practically six 
years after the staging of plays of Shantakavi im orth ~ 
Karnatok.° This indicates that the credit of writeay a play 
and staging 14 for the first time in the entire Kamatax foes 


6 Shant akavi. 


Some critics have held that the Dramatic frome of 
the village Halsigi came into existence earlier tne the 
eet tana ie Nataka Mendali. The latter is given the cecond 
place chronologically.” It is also observed that me Shri 
VYenkemnachar fgalagatti, popularly kmowm as 'Shrin. vase 
Kavi’ wrote out plays for the Halsigi tas thes it ig ep wed 
that the Halsigi conpany vas the first professional troure 
in North Karnatak end that Shrinivasa Mavi was the first 
moder playwright.” The suggestion canot be accerted for 


the Solloving reasons: 


7 C.dnonda Rao: ‘Mysore RongeBbhoomiya Itihasa' (Mam@uscript, 


2 fhe very translation of Shakuntala by Basaveppa Shastri 
caanos be placed earlicy than 1820 according te Mudavidn 
(Mudaviduts letter to the Editor: Rangabhoomi,Arril, i930. 
pei48)} and his conclusion gets some sunrort as ¢ctviously. 
Shri. Shastri tranrclated only aiter Ping Chanaraja 
Wodcyar gave instructions to the Court poets after wit- 
nessivg Marathi end Parsi shows after 1878. . . The 
suggestion 2 of Sri.H#.G.Nanjundaradhya that CGnuranuri's 
translation was influenced by Pssavappa Shastra (Kannada 
Stage Centenary Volume I. p.117) cannot be acceyted due 
to the difference in time and distance between the two 
writers, The very method of translation and the suita- 
bility of one to the Pomular Theatre and the otrer to the 
Court Theatre coifiras that neither of them had any influ- 
euee on the other. 

3 Mudavidu Krishnareo: Welcome Speech: On the oeccssion of 

the first Dramatic Conference al Dharvar, 1929: Tangabhoomi, 

Reb. 9 1950. pp.S8-102. 

Sri Mudavidu (Ibid) and R.Y.Dharwadkar: Kennada Conpany 

Notakagolut~ Jayanti, Ist Oct.,1950. pe 189. 

& The plays of Srinives Kav2 are ‘Srimati Parinaye', 'Madalase, 
Parinaya't, 'Dranpadz Vastrapaharena' ond 'Bhasmesura Akhya~ 
neat. 


<> 
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The date of Shrinivas Kavi as suggested by Sri.Muda- 
vwidu in his addrcss in 1929 is mentioned as “about sixty 
years agen! and would not give au accurate date for the 
playvright. I% is entirely on the evidence of Sri .Mudavidu 
the said inferences are based and secondly, as car.y as in 
1929, Shentskavi himself declared in his narretive verse 
entitled 'ataka' thet the very first Kennada ‘Mela’ came 
into being in Eriteapura (Gadagz) end that he himsel? came te 
be titled 'Karagtaka Nataka Prathema Guru' because it is he 
that treined the troupe.” There is na evidence of any 
contradietion to his claims which have been on the other 
hend, accepted by contenporary critics.” It 1s said also 
thet Srinivas Kavi was younger then Shantakavi tat that the 
former died a premature death earlier than Shantakavi.* 
Finally, Shantakavi's own words could be given more credence 
for he impresses as a self-less patriot who would seldom 
snatch an honour that 18 not rightfully his om. He would 
not be so proud and heppy if ever he was doutsful af ins 


TT Bk co S Lexy bor? wesw” n 
Kudavidu. Op.cit. 
2 As Sanecshs JS, FAKK Obsney 
M Kos IK FESCK AES wBoey 
SoBso8 EAS ALE OK Ow dodo kK ao HO 


Shantai:avi: ‘Nataka'-Prabhata (Dharwax),March, 
1979. DP. 1+8. 


3 Makappa Ijari: Kannada Renesbhoomiva Itihasa: Eangabhoomi. 


Dec. , 1925. peit?- - Gmd also Z 
1 SACUEMKE AM Ooi ss seg @wrlovoy gow EK WW 7 


L 
%. SL S0GRK Set’. exbare ats Du-awy 
4 Collected from Sri Betgeri Kristmasarma. 
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ow position and expected some controversy. He pays due 
regard to Churamuri Seshagirirao as the first playyricht in 
Kannada in a Lfootenote obviously written by him alme becauce 
it is in first person (plural as was in vogue) and he would 
not hesitate to accept the Helsigi group to heve held the 
bermmer prior to the Kritapura Mandali~ if it really wes 99. 
Halsigi troupe became vell known no doubt, because of the 
quality and showmanship of its performances but covla not 
live a full life after it came into being. "Inspired by the 
Kritapura Mendali*, as Shentakavi observed in enother foot- 
note " professional troupes suddenly sprang up in Nergund, 

Nevalgund, Halsigi, Badani, Rabakavi and diad only 

too quickly." ! fne Helsigi troupe must heave cone 
into existence in about the year 1878-79. It stased gome 
plays written by Srinivasakavi and possibly stopped function~ 
ing in the middle and vos revived again by the year 1982~ 
when Sri Mudavidu wiimessed its performances at Sirsi. It 
is vossible that the Halsigi group took for the first time, 

a tour in the neighbouring regions like Bellary 1g -« 

suggested by Sri Mudavidu and this fact must have exntribu- 
ted considerably to its poovlarity. In any cace, 16 is 
acceptable that Helsigi troupe was a highly talentei one, 
but no account from the ovailable evidences can suonort 
ites claim for m earlier antiquity than the Kritarurte Natake 
Mandali. ‘the popularity of 'Shantakavit as a playwright and 


q Se TSE BAH & ALKE BAA SERIO“, Soe ake 15; 93 
WWE SOME TRACE FAL GOASAERY aL ae £ agg SS, 
2X eds, QRABRS ” 

Shontakayi: Footnote: 'Prabhata'-March, 1919.p.8. 


2 Mudavidu: On.Cit. peed. 
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producer Set a fashion for others to style, their nimes 
after his and it eannot be odd to consider that th: name 

of 'Svinivasa Kavi' was but such. Available evidesces ~ 
contribute to the conclusion that Shantexavi was tre first 
of the Kannada playwrights whose plays were staged in %ar- 
natak. It is to Shantakavi, to his undaunted patriotism for 
his country and language. to his genius in play-wr ting, 
production and orsanigation,the Kannada stage of horth 
Karmatak in particular oves its entire life md se_ he 


richly deserves the coveted title ‘Kannada Nataka vitamaha' 


as the father of the professional theatre of Karno cak. 


Kannada 'Shakuntalat: The story of ‘Kannada Shakunzala’ 


has an inseparable relation vith the unrest prevailing at 
the time of Shanttakavi. It was with regard to the trensla- 
tion of 'Sakuntala’ thai the Meharastra stage otol+ a decent 
march over Kamataka, and the resultant consciousness 37 

a disappointment rendered the patriotic feeling of Ncrth 
Karmatek intense. Churamuri Seshagirirao of Belgaam was 

the first in Kamato: to have translated 'Shakunta_a't of 
Kalidasa into Kannada. He completed the translatios ia the 
year 1869-70 and soon published it. Thoug. the play wes 
written as early as that, it had to wait for three decadees 
to appear on the stages; but all the verses of the clay soon 
became highly popular as they were based on the prevailing 
end popular folk and home tunes- ail in Karnatal. mesic. these 
tunes and the novel iden of Seshagirirac to sec on the stage 
each actor singing verges relevant to the characte> he 


impersonated, rather thon leaving the entire tulk ta be sung 


wt 
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by the Bhagavata as in Yakshagema or Doddata, attracted 
aod avrested his friend Anna Seheb Kirloskar of Gurl Hosur, 
Aone Saheb, himself c bor Kamadiga, | Clearly sav in the 
ideas of Churamuri a revolution on the stage and iranslated 
'Sekuntalat imto Marathi in the year 18'18~79* on tie game 
Lines adopted by Chuvamuri.? He immediately broug~t it on 
the Poona stage in %ctober 1480 vith a group of taiented 
musicians under the name "Kirloskar Sangeeta Nataka Mandali". 
His 'Sangeete Shakuirttala’ revolutionised the Haratizi stage 
with the innovations of each aclor singing his ew songs 
couched in charmiag homely tunes. * Vith one strok> the 
Marathi stage did with the Sootradkara or Bhagayatea who was 
considered inaysianie for a stage play. Every dremetic - 
troupe of Maharastra took to staging ‘Shakuntalu' and made 
the play so popular thet within a short while the seript 


5 


was printed several times” and in addition, ‘Shakuntala! 


ecamed for fymasaheb Kirloskar the title, ‘Father 32 Musical 


Drama'. This fact prompted North Kamatak to fecl that 


Chureamuri was not reco,nised though he was in a wor respon< 
sible for 4nmasaheb Nirloskar's translation of 'Shakuntala'. 


Shentakavz must have been very touchy about it, 


1 Mudavidu Erishnorac; Address. Ibid, p.12. 
2 Narayanarao Hails ey Revizabhoomi,s Oct.,1925.p.55. 
5 Madavidus Op. Git. D295. 


4, Original tunes chich couched the verses of Bhavets 
plays end of the Marethi 'Shekuntala' vere mostéy the 
‘tunes of Kaynade Javadi, Parijata and Dasarapa dies but 
soon the magic touch vas civea by Bhavurao Kolhatkar 
who exeated the 'stage songs’ of Maharastra in 13808, 
after which the 'Bhave Style’? sank into insignificance. 


5 Mudavidus Op.cit. p.29. 
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EROPESSION AL MROUCES 

It is the ceaseless efforts of Shanteakavi and his 
troupe of enthusiastic and talented artists thut ouve a chake 
ud and inspired the aspirant to bild up the professional 
theatre in North Eainetek. The shock was strong ercugh to 

have Geer 

nove the people to echion bat does not‘ seem to Be so strang 
as to sustain ite going. The immediate outcome war howaverc 
heartening to the ratriot, for a number of dramatic troupes 
eorehg up in Dharwar, Renebenaur, Hirekerur, Lakemieshwar, 
Hubs; Kaujalgi, Navelsund, Nergund? Halsizi, Bademi and 
Rabakayi. This harveow. though bountiful, was too mort- 


lived to render the Zonnada stege eny consolidated resulis. 


Helsigi: Of the nany short-lived companies, the professional 
troupe of Halsigi (Delgaum district) deserves to ty mentioned. 
Halsigl had great historical ond cultural heritage, for it 
was the capital of the Kadamba dynasty in the 10th mad Lith 
ecnturics, and remained quite sensitive to any political or 
cultural current. The Halsigi group mugt have come up in 
about the year 1387879, as already suggested, and the movin= 
spirit behind this was Venkannachar Agalagatti,popilarly 
called 'Srinivasa xavi', who wrote out plays like ‘Srimati 
Parinaya', 'Madalasa Parinaya'’, ‘Draupadi Vastrapmiarana' 
and ?Bhaumasuravadhet. The entire cause for the iapresaion 
end popularity of the Unlsigi group was the exceptional 
qualifications of ites artists. These artists are said 

to be lLearmed in Sanskrit and Ennnada classics. They 


lived a pious life and never missed/meticulous religious 
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ould 
observations and proved that en artist of the stage esm yet 


remain perfectly moral md lofty. While on tour, ths artists 
athracted people by their ‘musical rendering (pravasthana)' 
of the epics md classics. They considered their to:rs as a 
religious and cultural mission and utilised their time for 
the best advantage of both the villagers and theriselves. 
Theirs was orice of the best mcthods of attracting th: people 
$o the theatre also and this is evidenced by the fart that 
on invitation they toured the differa@t important v_llages 
end cities from Belgaum te Bellary. After an intervittens 
pauses the company revived itself with rejuvinated vigour 
in about the year 1882 ond started on its wheels again. Turing 
this second phase of its activity it produced two talented 
artists who were nicimamed ‘Sandigi' and '‘Mandigi' sho are 
remémabered for their iistrionic abilities. ‘Virata Tarva' 


vas one of the popular plays of this troupe. 


fentupurestha Nataka Mendali: The first professione_ troupe 
of North Karnatak that made bold to undertake a tour ground 
the different parts of Kannada country, Maharastra and Andhra 
was the 'fortupurastha Nataka Mondali! of Dharwar, cnich come 
Jearly into being/in 1880s. ‘The troupe had anong its members Bhima- 
charya Sri, Gopinathrao Joshi, Ramabhau daeleigi snd Detta- 
treyarao Daarvnd quite know for their histrionic a yiities. 
With initial success in the villages and cities of forth 
Karnatak, the trouxc equipped itself with good costumes and 
appropriate settings and started out touring the dictferent 


regions for a period of two years, | with intermittezt brenks. 


7 Sri Mudavidu observes that the troupe travelled ebout for 
twelve years (Rengebhoomi.Feb.,1950,p.93). It lowkse an 
error xxxxxxxx for he himself notices later that the troupes 
returned by 1885 when some of its meubers took enployment 
in the first Rarlweys of North Karatale. 


[the 
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fhe speciality of this troupe wes that it consisted oF both 
the Karmada and Marathi artists on the one hand and 14 letbo.red 
to learn the leonguages of different regions and stered plays 
particularly in Hindi, Marathi and Telugu. Or.¢.Nar.yana Rao 
writing about the influence of Karnataka on the fel: zu stage’, 
recalls the vistt of an ‘enthusiastic dranatic troupe of - 
Dharwar’ to Andhradesha. His observation that the -roune 
consisted of both Ramateka and Marathi artists substantiates 
that/'talented troupe of Dharwar' was none other then the 
Tanrtupurasths Nateake Nandali. "@he troupe made a god 
impression on Aadhra and influenced the Telucu stare 
to absorb some of its traits and so, the theaire of 
Andhra oves a good measure of obligation to ~his 
troupe".* She touring troupe returmed to Dharwar 
pefore 1885, vhen the first redlwaya came to North Carnateak. 
Many of the members of the troupe who were tired of touring 
vent after secure] exployncnt and joined the railways- render- 


ins qa veal loss to the theatre. 


The last decade of the 19th century aaw the setting 
in of decay in the stage of North Kurmatak. Taporsant 
professional troupes including the one inspired by Shoanta~ 
kavil had gone defunct mostly due to internal feuds and by 
1890, there was not a single professional company sefficientl; 
strong to hold the banner of Xarmmatak theatre. Quite a number 
of troupes spreng up all over Rarynatak and particularly in 


Rattebenmur, Lakshneshwar, Hubli, Dharwar and Hire Harakuni, 


a 


4 Dr.C.Warayena Rao: Kennada Stace Centenary Vol po.299-114 
2 Ibid. p.11i~112 
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but they were only too feeble to do anything substantial. 
These troupes were crowded with enthusiastic illiterates 
"who mugsed up the lines of the play and reproduce? then 
like parrots". Drama became a ludicrous affair in the eyes 
of the educated and laamed and soon the profession became 
unpopular. No efforts of the educated enthusiasts l:ke 
Shantakavi could restore the stage to its honoured pedestal. 
The last decade of 19th century witmessed the pain?ul con- 
yulsions of Many a dramatic troupe that tossed between life 


and death. 


fhe Hindu Union Clubs This state of affairs in Nerth 
Karnatak and the corning in of the railways offered tempta- 
tion to the Harathi companies to visit Karnateak again which 
goadedthe people here inte consclidation and acticn The most 
prominent of the mummy visiting troupes was the fomed ~ 
'Wirloskar Sangeeta Notaka Mandali' that visited Disarwar in 
1893. This troupe for once acquainted its Kannada audimmeces 
with the achievements made by the Harathi theatre on contrest 
with the Kannada stage. Sheir shove of 'Ramarajya Vivoga', 
'Sheapa Sanbhranma! and ‘Saubhadva' susteined very well bot 
set a serious thought in the achive minds regarding the 
future of the Karnatelk stage. The sentimental themes, 
alluring settings ana masterly production semed t= have 
conyineed some of the exrthusiastic Kannada youngmex that 
Marath: vas the longuase for drama. The result was the 
birth of 'The Hindu Union Club! in Dharwar which scaged the 
Marathi drama ‘iratika' en adaptation of Sheakeapeacte's 
Tomiags of the Shrev’ done by Prof. V.B.Kelkar of tke Yergusson 


College of Poona which "has been accorded the most - - 
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enthusiastic ond abiding neception''. 


im 2 way, Lt wae a chelienge to the visiting competies 
oli wight, for it is said that the perteramee of the @lub 
was @ @fain better in mexit then the performance of tha 
gang play (iratéke) by the uell know ' Shehunagerawesll 
Vatels Nendali? which mney "conue of the finest plays in 
presse aceon on the Hcrathl stage" and which had to ite eredit 
a brillisnt galaxy of actors indludiug Csnepwtras Joshi and 
Belavawirao Joage Mey be 1% waa with & touch of obvious 
pride that the talent ef the *Hindu Union Club’ vee spapared 
with that of the 'Shatmagerawani Nataka Mendaiit, tat the 
B¥Faup proved to Geserve it when 1% staged in Harethi * Rene 
Phimadeva! end 'Neraveera Malusare? with brilliant sascess. 
Bijapue took up the trend. fron tharvar and same of the enthi- 
Slastic eroedudatca pike Keujalel Shrinivasree snd Hugali 
Shrinivagras startcd/pinys in Herethi, the prominent 9X 
which was ‘Rene Bhimedcva'. 


Revival: It was a shede of histery repemtingitsel? sgain. 
Havabhi plays beeare highly popaler and the people jn 
North Rasiatalk ainest cane to hove the Kannada play, md 
ite précentatbion which provided | glaring contrast wikh 
the Marathi pleyea. AG Shed Mudavidu observed, the Semmeta 
people sbumed theie own in prederence to the Mara&hi 
plays» ‘The ctage had to be set up for a eeuntermackion 


7 Bek. Yainibys The Tadien Pheatre., poe 149750. 
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and this time, the opportunity waco texen up by the *Prasbya 
Reseda Somvarineko Nendold’ of Madihal (Dharwar faluva) which 


was usunlly gtaging a Kannada play once a year fron 1.36. 

It was revitnldeed vith a purpose end a d¢termination and 
@glicd lisel®’ 'Bherata Kalottejeka Sameeeta Samaja’t in 04. 
fhe tYoupe had the set ideal ef bringin te light the letent 
sichiess of Kamada Gvana paying more attention to the art 
of the theatee zathes then ite commereinl aspect, In thie 
sense £% vaso bn oneteny group, the firat of ita kind in 
North harnateks fhe firet play chosen in agreement Ath 

the set ideal woo Chummardi'sa ‘Shakuntela'. when the ftrat 
four gous of the Kannada Shakumtela were stagea', th: troane 
reeesived sugerlative atelain by the elite of Dharwar and tnis 
encouraged the troupe to take on hand taricechskeetiza', render 
ed into Kennada by Vlnveshakayi, The well lnewn Mareth: 
playe = MfRamazajya Vlyoga' ond ‘Snubhadra’ rencered nto 
EKonuada by Mudayidu Krishneraco were pextomed vith cead 
sucecesse Tho troupe attracted to the gtage many a caltured 
and gduceted person including Tiéshpande Tirumalares who 
pelonged to the beat lmowa fomily of classical musiezans. 


Tt Looked an if the thantve of North Karmetak stood Cit 


: 
ANSEL WEI OCR 


% In the first peciosmence of *Shakurtala’, the sacn 
roles of Kouva, Dishyrytie sid Shakuntelea were played 
by the talented Vildya fubbenan, Deshpende @irumeiuras 
and Sanbaleda Iropya respectively. 
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on ibe fcet with the prosperisy of thie troupes. The patric 
ti Shontekavi praiced it waolewhenrtedly |, The ral way 
artervened egain, thio tine by shifting ite headquarters 
fron Dharvar to Madrag end with the headquarters, want many 
menkGr and actor of the troupe, vendering 1% uttezly help- 
lees. ALL efforts nadie by enthusiasts like heshpasde 
Firunalerao te vovive it with nev talent only made the 
¢tzoune linger on feebly for about seven years until 
the year 19156876 when it vent defunct. 


fhe carterlintion of the Bharata Kelottejaka Sangeeta 
Senaja to the theatre of Horth Kamate: i9 significant trou 
thyee points of view. IG made again a patriotic challenae 
to the Mavath? thestre} it made an effert to revive the 
Classical element of jimi Zamaia dreaay and thisdlyy it saved 
the vay for the anateur theatze with ite ou exanple. 


he Twontieth Centurys fhe sloging of the 19th aentury 
aut nlso the closing of a significant chapter in the stony 
of the thantre of Hevth Karnatak, for it ends the age of 
shakleige ond dnaugucatas the age of real professienal enter 
teinnet roughly frou 1900. During the period that foliowed 
the opening of the 2th century, one vill not find that 
challenging spirit, cheynaploning of any cause ox ferwent and 
éespezate appceal for suttdone In the ney age we notice an 
honest effort to provide x#al entertsinment with hetter 
producti, © 00d selurn for the money paid. From the senti~ 
mente’ plone of the former period, the professional theatre 
of North Zarnetek moved on to the practical or rather 
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commercial plane. Thus the new era produced some of the 
best troupes and artists. It produced aiso a number or 
Stage-vorthy plays, many of which were translations or 
adaptations. The new age set a fairly good standard) for 
production and fulfilled to a considerable extent, she age 
old ideal of making the drama a feast to the variegsted taster 
of a variety of people. : 
The Shiyvahatti Troupe: One of the first, long lives aad 
impressive orofcscional troupes that satisfied the =xpecta-= 
tions of the new age was 'Sri. Nahalaxni Prasadita Rytece 
Mandali' under the leadership of Venxobareo Halgerizar, - 
popularly kmowi as Shirahatti Venkobarec. Venkobara>, the 
leadey or rather, the 'proprictor' as he 1s called no the 
commercial age came originally from Koppal with an avbition 
of making a career on the stase as he vas enamoure | of the 
plays of the Marathi companies thal visated Koppal. ic was 
a boy of 18 when he svarted the troupein 1903 and wth a rare 
abilaty, he made it stand firm on its feet by 1906. The ~ 
prominent among his initial actors were Kollurayyasvanal, 
Govindactharya, and Vamonarao master, all educated aad talented. 
The first play 'Padmavoti Parinayat on the popular  >avrcnisc 
theme was wich appreciated. In 1906, the company staged 
*Shakuntala’ (of Chvramuri), Kalidasa; and ‘Yuvati fljaya’. 
Its success in the ’nown region prompted Yenkebarao to move 
out with the troupe to the other parts of Kammatak. In the 
year 1910, the comoany visited Mysore and staged 113 playe 
in the Tow. Hall. The reputation of the company's ec 1cccss 


secured for it the royal audience and patronage. V-:niatrao, 
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who played 'Bhatteanayaka’ and Vammarao master who played 
'Kalideasa' in the play 'Kalidasa Charite' staged a she 
Palace in the royal audience, vere honoured and th royal 
patronage in form and Binence encouraged the compary tc 
tour Maharastra, Karnavak aid Andhra, staging plays like 
'Vivekodaya', 'Kalidasa', 'Pralhada Charitre','’Kricnna Leela! 
and ‘Ramayana’. When _in 1916, the troupe visited M: sore 
again, ib was invited by the palace to stage ‘Shani Orabhrva 
and !Krishna Lécla'. In latcr years, the troupe ermed a 
good name by staging ‘Rauenjeneva Yuddhe' writim |y7 Torangel 
Rajerao and ‘Indira’ a translation of the Marathi lay tw 


Mamadapur Gururas. 


“ Shirehatta Yenkobarao himself was a gifted ‘prese 
actor' with dignity od effect in kis expression ard often, 
with rare brilliance he outbet with his 'porose-acting' even 
the music of Vamenarao'. His asset was a good tear of artiste. 
"Phe role of Narada by Shirahatti, humour of Lexshrannsur, 
Asundi's endless musical elaboration and the alap <2 ‘tiombal 
Vasudevarayat neyer missed their mark" and temoted the art 


minded ‘to take to the stage. 


Shiraghatti belicved in imposing shovmwgnship md spent 
huge sums of money 04 costumes and settings. On one occasior 
when he witnessed at Mengalore the Tamil performances of - 


'Grihadambal Company' of Madras, ne was convineed ¢i the 
a 

1 there was, it seens,,ir.endly rivalry between Venkobreo 
and VYemanargo in seLiing claps from the qudience. Vamena-~ 
rao would easily get an ovation after elaboratar.;: « song 
with his golden voice. Shirahatti devised some tricks to 
make impression cn his audience and one such war to have 
a tother tight stiff coller (made to order) with press 
buttons and he would at tense moments stiffen hia neck to 
see the collar snot out to the auditorium; the svation 
would be richer than the one that Vamanarao got. 

2 K.$.Karanth: Yuccivwmaneasina Nettu Mukhagalu- p. +1 


187 
of the contributions of settings md costumes 1n tie creation 
of illusion and immediately spent 2.6,000/~ in getting 
specially devised settings for the play 'Dasavatarn'. He 
did create a perfect theatrical il]lusion, both in irenya- 
Ekashonu on the stage and the people in the auditorium, waen 
he made 'God Narasimha’ come oab breaking open not only the 
aain pillar, but from nine others and all the forma of ~ 
Narasimha emerging together into one Super Man. | Garud 
Sadasivarao, a noted contempor.ry dramatist-actor sbaerved 
that Shirahatti's was perhavs the best equipped compeny in 
North Karnatak, especially in. whe years between 1915 and 
1925. Including the tent, Shirahatti's company aad forty- 
seven cart loads of things uhile his own had eleven cart 


loads of then.“ 


Yenkebarao was aot only «a highly talented artist, mt 
wos aiso a very able proprietor with considerable powers of 
adminzstration. Quite often he kad Ad to play '‘proiess1onal 
tricks! to meet an emcrgent situation and en ansem rivalry 
put when ke had to olay them, he slayed them well and vith 
shrevdness » Venkabarao took it ac a mission and ceaselecclr 
worked for the Kannada stage. His industry and intellicence 
was happily favoured by good luck end all through. he vorxed 
his woy to fame and fortune. His compony thrived ior 33 years 


adjusting with commendable adaptability to changirs; times 


ene 


1 Coliccted from Pundit C.Y.Kavali who was for sane years 
the practising meneger of ihe Shirahatti compres. (MSS) 


2 Collected from Sri Garud Sadasivarao (MSS). 
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and ultimately came to an end in 1936. fwo years Luter, 
Sri Venkobarao nassed away. He had done iis duty for the 


North Karnatak stage. 


Konnur'’s Contributions: A savant of the Kannada stage in 
North Karnatak who is well renembered by the lang for his 
services to the theatre was Shivamurthiswami Kanbarjinath 
who lived up to the single ideal of building up the best 
equipped company in challenge to the most colourful ones 

of Maharastra. He and big troupe came from Bailhongal in 
Belgaun district. "Konnurkar Kadaciddheswara Sangectn Rataka 
Mendali® was the namc of tne troupe with Konnurkar- as 

Kan bargimath was Called=- as its guiding star and luring 
inspiration from the time of its inception in 1901 for ahout 


twenty years. 


Shivanurthisvoni made a nember of contributiong to 
the North Karmateak stase at grent costs to make i% solourfal 
and sustaining. He was the first to introduce vomen on the 
stage to play the heroine ad later, even the minor femelle 
roles, a thing that was at the same tine a bold deviation 
and an experiment mtn uncertain results. But he we alive 
to the testes of his a:'dicence amd desired to make tiie drana 
look 'real' with woman in it. Equally importrnt was his 
supplying the stage with modern amenities includiag a small 
treyolving section of thc stage’ vhich he put into very 
profitable uge in 'Shani Prabhava' the masterpiece of bie 
company. In a split second he chansed the gorgeous 
court sGene into a thick dare forest with the help 3f the 


revolving settings and treeted a grand illusion of 2 airacle 
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performed by the magic horse which brought King ¥imrame 


from his Gourl to the distant dark forest, Just the light 
vould go off for a spiit second and before it thre: its 
glow again, a seemingly realistic change on the stame made 


the rustic audience disbelieve their owl eyes. 


Shivamurthiswami was the first to introduce alectiic 
Light o2 the stage- vorked by dynamo, To match with ali these 
innovations he equinped the croupe with coslumes ani sorgesus 
settings. His contriltutions heceme doubly significant hecsuse 
they came ot a time wien the Kannada stage wee looked “tt ~ith 
seant sympathy. The story of many a short lived troupe and 
their ludicrous condition when compared with the grani exomples 
of Marathi compsnies had brought a social apathy towards tne 
stage. The credit of conceiving the Kannada stage vith all 
moder devices to stand firm and equal te the Haratu stase, 
goes te Shivamurthisvemi and so, "if ever the xarmeaia theatre 
is to be grateful to any single individual who worked 
geaLously wlta nind and money for the bettcrment of the 
Kennada stage atd improved production, it is so Banea~ 


barsinmath. ° | 


Mouth=piece of Patriotism: These successful examples of 


Venkobarao end Shivanurthi.svami. made many an ambitisus 
youth to take to the stage and the doors were now Je ft coen 
for women also. Soon the theatre became ‘n flure't. Touths 
felt like becoming actors and actors cherished the anbition 


of becoming proprictorva of a stylish company, naintaining 


on 


1 Shri. Mudavidu: Op.cit. p.33 
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a manager and camming 'sasy money! and fame. The stace for 
once Looked the most attractive end highly profitacte 
profession. The result vas a rich crop again of profeacional 
troupes springing un after 1905. This period, foll xing the 
partition of Bengal in 1905 marked also a spreadin; of ~» 
nationalism all over the country aid each region gave a 
fillip to provincial. patriotism. Kamatak was not an exce- 
ption md cnsidered,'vere made to make the stage tae ne@ium 
of expression of the feeling of the land. In tnie regard 
with its new historical themes of patriotic spirit the 
Kannada stage richly reflected bhe pulse ut the land, So 
Far as the professional troupes vent, 1% was the o14 etoery 
asain repeated. vary a troupe thet gave great promise 
initially, died on unroreseen death, but a few of shem etood 
firm end assumed the stawure of institutions of indigenous 


art, culture and patr.octic Zeecling. 


Vishve Ginadarsha Nandali: Gane of the most careful aad 
calcul sting actors tist carved out a brilliant career for 
himself as a proprietor was 'Vamenarso master’ who had becose 
well know Yor big music end belanced acting even shile he 
was Serving as the lending actor with Shirahsatti Ven*obarao. 
fhe agasct of Vamancroo was his music, his patiert and care- 
ful plaming ond. his oterling dieructer. Vith these he 
started his own professional trouve 'Vishwe Gunadansa 
Nataka Mandaii’ in 1913. Vamanarao had a poetie fare ma 
the playvright's skill, but he never risked any exreriment 
until the troupe found its stable feet. The tirst alays of 


the troupe had already held et the stage with Venksbarao'a 
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conpany. ‘Padmavati', 'Kalidasa', 'Krichna Leela’ and 
VIndira’ were taken ip again and produced with success. 
Once established, Vamanrao himself translated ihe popular 
plays from Marathi and staged them on the origianel Marathi 
fashion and made the shows hishly attractive. The rrominent 
gnong his successful translations for the Kannada stare 
were *Vidya Sadhana' (adaptation of Khadilkar's fanous 
play ‘Vidya Harena ), 'Sandeha Samrajya', (Samsaya Kallol 
of Deval), 'Parvati Satva Paritshe' (from the Marathi 
original Mahananda), ‘Sant Sakhubai’, ‘Pundalike', - - 
'Bajizao Peshve' and 'Veera Abhimanyu’. The specirlrt; 

of his plays was the homely language without any heavy 
purden of literary jugslery and the arresting tures drawn 
freely from the polished stase songs of Makarastra. 
Vamanrao aimed at giving rich entertainnent to his audiences 
and never ninosd matters. He, like Yenkobarao had an 

eye for talent and soon gathered a number of gifted 
artists the most prominent of whom were Gangsubai Giledzudd, 
Gurutac Deshpande, Rasavaraj Mansur, Keshavabhatta 4odi 
ead Ranebennur Mallaopa vell lmown for their musical and 
histrionic accomplishments. With this hand of faithtul 
artists, he toured Rarnalak staging hie owm plays. In 
1922, when he vas in Mysore he was acclaimed by his - ~ 
audience and enjoyed royal patronage. His troupe vas 

well received and came to be know for its charmin’ svage 
music. After giving a Glorious cereer to his Vishva 


Gunadarea Netaka Mandali, with his own leadership, treining 
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and talents, Vamanarno master shrewdly closed “he company 


in 1932 when he took i11. He passed away in 1975. - 


fhe life and career of this troupe is intinately 
related to the life ond carrer of Vamenrao bimacliz. He 
gave the trotipe every thing it needed to become famous 
and sustaining and in his absence the troupe was sendered 
utterly helpless. ‘'Vishvaguna Adarsa Nataka Maidal1’ 
deservesits neme for it lived a moral and stable _ite 
setting nev fashions to the Kannada stage with regard 
to its stage music aid an easy flowing prose. Tits 
enphasis was on living ea strict life of a sterling 
character! » its plays did not have the pomp and colour 
of the ones of Shivamurthievani nor the ambition »f the 
plays of Venkobarao; but they had in abundance, a disnitied 
showmanship of an agveecatile thene in intimate prose and 
aliuring music. Though they looked simple in composition, 


they sustained with an impression that outlived tke troune. 


Halseri Company. 


Nalgeri, @ small village near 2anebennur 
attracted the abtention of the play goer, every asbitious 
artist and playwright with its experiments in dranastic 
activities, Stage was a co-operative adventure in the 


eye of the village and in the year 1912 the villase 
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collected share holders and established 1ts dramaLic 
troupe,'Sri Halasiddheshwera Prasadita Sangeeta Nataxa 
Sabha't. The initial monagement of the company vas of 
Tinganagowda Patil, but the troupe really came so pro~ 
minence about five ycars later when ‘Dodda Jettap a! 

took charge of the troupe. He was not an actor as ali 

to start with. <A possible true story says that hz set 
foot on the stage in 1918 at Byadgi. The early failures 
of the company ked run it. down into debts and tae 
creditors used to come imnediavely after the bor effice 
was opened in the evening. TDodda Jettappa though it 

wise to be on the stage in make-up in order to eseare 

the creditors. He therefore just put on some peirt on his 
face, wore some aitire unwanted by others ond appeared on 
the stage in unimportant roles. Immediately afler the end 
of the play, he vould get away from the green rom stra.gnt 


hen? oly 
to the railway station and , coie again to Byadgi,or the 


‘evening of the aext show. | Pris 'forced necesei:y’ bhecane 


his habit, and soon, Jettappa found the actor in him. 
Gradually, he picked up and played 'Sumanta! in the play 


1paduka', ‘Asoka’ in 'Vishama Vivaha’ and later, the 


compelx character of 'Vikranta’ in ‘Rakshashi Mehctvakanksha’. 


He became reputed as/actor of outstanding ability im north 


Kermmatak 2, His fame earned money for the troupe and 


1. Collected from Pendit G.Y. Kavali. 
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enabled it to travel in an organised method the ertire 
Kannade lend for 12 years. Later, his brother K.C.Chikka 
Jettappa, who had alrcady become well known for his stage 
comic and humour took up the reins of the troupe amd mana- 


ged it with equal success. 


If Venkobarao's troupe came to be recognised. fer 
its rich settings and pomp of production, and Vasamarao's 
for homely language uad alluring music, the Haleteri Proupe 
made,a mass appeal with penetreting humour. It was in the 
method of interpreting drama md the Jettappas corm dered 
that the purpose o1 drema vas to sive a kearty lauzch to 
their mdiences. | Theix caicvletion was not a migkake, 
for soon, the Halsgeri company becare well known, Plays 
were essentially Teocinl! in theme and those which provi~ 
de@ scope for humour vere snecially selected and in this 
line came ‘Uttara Thoopa’, ‘College Girl', ‘'H.A.', ~ 
'Pathani Pasha’, 'Black Market! and ‘Stree’. It was 
sometimes q case of catering to the rather low taste 
which isoked tugiy' and ‘going too far’ in the eye of - 
even the considerate but on no evening vas the gal_ery 


enpty.* The troupe cared money and fame and was eagerly 
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2 kK.S.Karanth quotes the jester (Nakali) using even 
foul Lenguage oa the stage aoe a rustic bluntness that 
vould still draw a laugh: Karanth- Hucchumanassina 
Hatrmbhagalue DD. 1301516 
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received in cities lixe Bangalore and Mangalore. It is 

said that the troupe shifted the exphagis in a Grama from 
the hero to the jester. Ever since the visit of this troupe 
to Mangalore, it become a fashion for the people tu ask 
whenever a new professional froup went there as to who 


would play the jester. 


Humour was not all in the play though it was quite 
considerable. The troupe staged some serious and 
Significant playe also like 'Hemaraddi Mallamma’', 
iPaduka', 'Chitrongada' and ‘Tippu Sultan’. Though 
rather erude in presenirtion, it is said that it was o 
calculated erudeess, for, both the Jettappas paid creat 
attention to regular rehearsals of the troupe ani 
meticulous care ia preparation. Shri Shivaraaa ijaranth 
vho was the practisang manager of the Halageri Company 
for some months speaks of some of the ideal qual ties 


of the leader which kept the troupe safe and sound 2 


Hialageri: Company's contribution to the Kamnatak 
Theatre vas humour — the séeret of its ow success. 
Tt was an experiment well merited for trying snd in the 
trial, the company achieved considerable succeas though 
not without some blemishes, The secret of drawing the 
full house for every showy was not simples; and the troupe 
mastered it. Many a professional troupe tried ta follow 


tie 
the foot steps of Halageri, but soon found that,Salageri Co. 


1. kK ES Ka vant Sorik 


{mere 
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had something nove than/flippant humour. It hag con- 
siderable acting talcat, an eye for the merited plays 

to serve the simple philosophy of serving to the standard, 
and on undaunted spirit of experiment and adventure, 

Its performances did become controversial, nevertueless, 
it served a purpose, showed a vay for the aubitious 


and Lived in the memoxy of its spectators. 


A new toe « fresh and disnified. 


In the year 1915, 
Garud Sadashivarao of Gadag opened a 'coapanyt cf 
his ow: called 'Sri Dettetraya Sangeeta Nataka Mendali'’. 
It is this troupe that filled tke missing eLemers in the 
composition and presentation of the stage play - tne 
missing clement being good acting or 'abhinaya'. Phe story 
of this troupe is so intimately interwoven with the personal 
life of its leader, that the available information with 


regard to the troupe is the information only abaut hin. 


A bigh stancard of acting and patriotism to the 
nhetion are the. two aspects of Garud's life and they 
are Fichly refleeted in the plays staged by Dattatraya 
Companys When yet a young boy, Gerud is said to have 
witnessed a Kennadea play 'Harischandra’' staged by an 
association at Kalburgi in about the year 1894-3). He wes 
filled with joy but his Marathi friends jeered et the 
srudity of the show. ‘this kindled a light in the iittle 


heart of Gerud and he determined to take to the stage and 
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produce plays better than the Marathi ones. With a seal, 
he took part in Marathi plays on the occasims cof 
‘Geneshotsava' and 'Shiveji Jayanti'. At eighseen, he 
wrote out a musical play 'Markandeya' in Kannada, /brought 
it on the stage. The play is said to have bem sited 

even by his Merathi Uricads. For about twelve vears 

since his initial success, Garud struggled in Ralturs, 
Bijapur and Dharwar - and the villages near about, trying 
to train artists, build up a sound professional troupe 

and to stage his om playse He was met with scuct succeas. 
His experience had confirmed his conviction that the 

pane of the theatre of north Kematak was either bad or 
excessive atting, He made a study of acting as a science, 
trainedpartists of the Koppal , Hombal ana€ Eennur vrofensioral 
groups and taught them the theory and practice of actinr. 
All was in vain and finally, with the financial assistance 
of the encouraging Snivanurthisweni Kanbargimath, 

he started and rehearsed his troupe with hisjpleys ond 


set out immediately to try his Luck. 


, Dattatraye Mandeli soon eamed a reputation Lecause 
of the literary merit of its plays ed magnificent acting. 
“he troupe did not huve any iriposing settings and costunes 
for the first ten years of ite life, for Gorud desired to 
prove that a troupe could live gloriously aainly on the 
merit of theme, lenguase and acting. till br the year 


1934, the company hed possessed rich equipment of a 
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L and had become highly popular. 


fabulous amount 
Garud staced nis plays in every important villac= and 
town of Karnatak and Maharastra. His troune cocuinued 
to be the training ground for mmy a youn: artiss. 

On invitation the troupe paid frequent visits to Poona, 
Sangli, dJamkhandi and Kolhapur and set new fashiens for 


the MahorastrenStage with ite own emphasis on ‘a cthinaya'. 


Garud, with a great literary flare and good 
understanding of the.requirements of the stage seems to 
have written fifty-four full length stage plays draving 
his themes from mythology, history and prevazlin> social 
problens. Many of his plays Like ‘Ecchamanayaka) Padnka 
Pattabhisheka, ‘Paschattapa, Vishana Vaivaha, ‘Skek-i VYilssa, 
‘Kabirdas’ and ‘Sharena Bacave’ eamed a name for the 
Dattaireya Mandali. fhe troupe came to be recogrinced 
for its ‘team spirit', ‘moral character’ and higk uater 
mark of acting. Garud vas a hard taskemaster wi-5 a minute 
eye for details, a meticulous and patent trainer and q ran 


with strict moral codes imposed on himself and erer other 


16 The equipment included eix silver pots of asout 
200 tolas gacn for use by the 'Gopis' in Kriahmeleela. 
end GOO tolas of gold in omaments od decoratir3 the 
thrones An amounts of about s&s. 6;000/— was spen: for 
providing special costumes and settings for the play 


‘Shakti Mahime’. (Collected from Sri Garud Sadishivarad). 
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actor of the troupce The troupe never had a wamm in :t, 
but Garud had to introduce one just to respect tae resolution 
passed by the Second Drama Conference that met i= Yangalore 
under the auspices of the Kannada Sahitya Parishat, in hie 
own presidentship. "So I searched and selectec eac of 

the ugliest of women but with rare histrimic 

talents - called Narasaseni. The play 'Skakti 


Vilasa' I wrote essentially for her gaken, | 


% 
Dattatreya Netaxea Mandali had set a stancard for 
Rarnatak in acting wd effect. It was the first trovpe 
again to kindle the “ize of patriotien by powexfil vlays 
like 'Béchamanayaka' (Kannada Kadugali) dealang .ath an 
intriguing aspect in the 4istery of Vijayanagar and 
Shareanua Basavya giving a message of the culture and 
philosophy of the Ka-nada country”. fhe troupe catablished 
that the greatest aeset ox a professional trouse was its 
faithful actor who had the patience ta learn ani practise 


the art of dremea and theatre and who had an undaunted 


purpose to serve it. 


fhe troupe heralded a message that the stise is a 
temple of art both for the artist and the audience and that 


it shoulé be treated so for the country's benef te. 


4.' Collected from Sri Garud Sedashivarao (Ns). 


2. Shazana Basava, a saint enart from the Srea= ‘asaveshwara. 
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Garud suffered a calamity in the death of Lis last 
child, a eirl of six and a ‘prodigy in acting! ard this 
proved fatal to the progress of the comzeny. Ue becane 
renouncédand the company virtually came to a close in 1944, 
Nov an old veteranof 75, Garud still hears the cell of his 
country and nurses the ambition of reviving has troupe LP 
Five years ano", he presided over the Drama Corference 
of Bellary District and convinced that the theatre 22 
KRamatak had a tremendous task to fulfill in free India 
as the mouthpiece of the culture and art of the region 
and he considered the sound steps that could be taken in 
this regard’, dust recentily® he collected the remmmts of 
the broken troupe, cate to Dharwar and put three shows 
of 'Ugrakalyana’, a play dealing with the orohler of 
inter-comminal marriase and tired xxxxxxx himseli playinz 

arole in it. The performances gave a glimpse cf the 
original vigecuy, grandeur of production and magnificence 


of acting of Dattatreya Sangeeta Nataka Mandali. 


Several Other froupes: 
Under the influence cf one 


or the other of the representative professional troupes 


discussed, a number of other dramatic companies chot up 


7. Since, Sri Garud pacsed away on 27th Bugust ., 19544 
2, Sth December, 1948. 


3. Garud Sadashivarao ~ Presidential Speech in the Dramne 
Gonference. ‘Kala! Bellary 1951. pp. 29="9. 


4. October 1953. 
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particularly between 1920 and 1945 with early deata writ 
large on their faces; yst some of them became vell know 
oving to the brilliance of one or two gifted artists or 
because of a forceful playwright. Particular mentisn may 

be made of different troupes run by eminent artist; lake 
K.Sitarama Shastri of Sirsi (Jayakarnatak Natakea Mandali), 

ef Siddharamappa Handignur (Vishva Renjana Nataka fompany), 
pe Gangudai Giledgud (Sri Krishna Nataka Company), o# Muddu 
Veeracharya (Sri Ramaseva Netya Samsthe} and ef Basavaraj 
Mansur. Each one of them heralded a promise of its future 

ia the service of the theatrical aryt of the land Kt their 
very gtrength was thezr weakness, in that they had a; bene~ 
fits and drawbacks of highly talented but single hended leader- 
ship, fhese troupes were essentially ‘one pole tents’ and none 
of then could survive the individual actor or playuright on 
hi they rested entizely. Yet the stage music of the well 
Imown 'Koppal' Sangeeta Netaka Mandali', the imposing ghov- 
manshio of Abbigeri Nataka Mandali of serious plays like 


‘Kitiur 'Chennanma', the attractive performances of 


Vijayaloksh:. Nabaka Sabha of Aladahalli (particulagly of 
'Ramanjencya' Yuddhe’ written by Toranagal Rajerao; and the 
significant theatrical contributions of professional trouses 
run entirely by women, pexrticularly of the '‘Layshneshwar 

u ere eweSeby renenbere4 to 


this day by those who witnessed ‘the shows. 


eee, 


Stree Nataka Mandali’ 


1 Perhapn the most famous of professional trovpes run by 
women was the Leksbmeshwara Sexee Nataka Mandali headed 
by Bacchasani, a vell know musician of North Kammatak. 
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Fach orie of them evidently had internal worth end vould 

have rendered better and longer services if it had received 
a kindlier treatment from the unvilling society, wiich had 
steadily taken to the cinema. But even to-day, in the 
villages, particularily on the occasion of @ fair or a 
festival the professional. troupe springs up though with 
little light in its eves. There are still scores 0. dramotic 
troupes in North Kamatak and the best known are tre Zala 
Vaibhava Natya Sengha (Belsaum}) of Balappa Inige, ‘harada 
Sangeeta Nateka Mendali (Gokak) of Basavaraj Hoomari, - 
Xumareshwara Sangeeta Nataka Mandali (Kumatagi) of Gangadhare 
Shastri, Lalita Kalodhara Mandeali of Kandgal Hanumamtaras, a 
noted playwright, Kumareshwara Eripa Poshita Natsak: Sangha 
of Puttayya Gavai, Vasanavakals Natya Sangha of Arjunsa Nakod 
and Samaja Vikasa Natya Sangha (Dodwad) of Siddhayyasvani 
Karlawadi. Indeed these seen to be the shedowsof the lost 


substance but they heve held the stage all the same. 


Career snd experiment: 


fhe career of the professional 
theatre of North Karnateak stretches over a period af 
eighty years with a clear cut division into two periods. 
In the first period of about thirty years up to the end of 
the 19th century, it steadily consolidated a sound - 
foundation mostly oving to the inspiration provided by the 
Narastrian theatre. Though a regular professional theavre 


did not find its moorings in tthe last century, 
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its preaching and rebelling produced faith in a fer 
artistically bent enthusiastic individuels regardirs its 
owm potentialities and they chiselled out e real crreer 


for it in the period that folloved. 


Thus, the second stage of its career startinc fro’ 
the opening of the present century was a perlod of experi- 
moat and consolidation. The artist seemdd to have more 
time and better freedom to serve the theatrical art end 
through it, the people. Each representative experimen tahst 
worked on a differen’ data like Shirahatti Venkobarao 
and Shivanurthiswami on showwmshin, Vamanrao on siage- 
music, Halageri Jetvtappas on lumour and Garud on acting 
and dramatic litereturec: yet each came to be convicted 
that Avene weeded every one of these elements in measured 
proportions in order to present a homogenous and sviametrical 
art of the theatre. fhe entire period still lookec am 
age of experiment in theatrical ari and tne experinents 
thenselves obviously attracted and entertained the people. 
fhe popularity of professional troupes in their voxsing 
days anid the happy memories they have left behind os a 


surticient testimony to their . enterprise and fulfilment, 


PROFESSIONAL TREAT OF _TMNYSORE. 


Conditions obtarmed 
in Mysore for the inception of the profcessioral theatre 
were entirely different. It was net s challenging vroblen 


that hurried a shaping of it; ‘there the professiogal tireatre 
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wag o1e of gradual evolution and the result of a itanpy 


co-operation between the court theatre md the fobk theatre. 


fhe beginning. 
fhe palace of Mysore Inherite*> a love for 

the dramatic art from the tines of Vijayanagara and continued 
the tradition of exteading patronage to ite “As :arly aa 

in 1626, the palace had ita ow drenatic troupe’, | 
but this vas obviously the "Bidarada Dashavatara tela" 
maintained from 1812 or even eariier to perform te 
traditional "Yakshagans' or *Bhagavatara Ata’ ané wes 
not a ‘dramatic trounce? in the modem sense of the tern. 
It was a happy story of court palromage cxtanded wo folk: 
theatre but the tangible result with regard to prsefesszonel 
theatre vas achieved only in the seventies of the 19th 


century vhen the Marath: and Parsi troupes visited Mysore. 


The Sangli Connany (originally of Vishnupan”. Bhave) 
under the leadership of Manadevabhat paid a vicit ta 
Mysore in 1876877 and staged mythological plays broth for 
the public and at the palace in the presence of Kms 
Chanarajendra Wac-.yer, and brought ebout a great revelation 
in the mind of the pobiie. Leaming of the uprorzous euceess 
of the Senglikear trouve, the Vacloria Parsi Compary waif a 
visit to Mysore the next year end staged ‘Indra Sesha’, 


an@ *Gulabkaveali’ with degzling costumes, setting: and 


te MeG. Nonjunderadhya: oer ey Stage Centenar; Vol. I, 
De 77 
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curtains and with woum playing roles on the stare. ! 
These performances stunned the people who were uged to 
witnessing only the 'Rasavatara' pleys. More than my 
thing, the wonder for them was the curtains that rolled up 
and dow tautonaticallyt. They never understood the 
Language of the plays bet still, came in hordes far the 
shows mainly to see the niracle perfomed by the curtain, 
never.minding any disparity in settings or situations on 
the stese.* fhe performances of the visiting troupe 
opened the eyes of the people to the possitalities of 
establishing permanent theatres which could utilise 

[the the histrionic talent of the region to/profit, entertainnc 15 


and instruction of the public. 


‘Phe Palace Company’. 

In 1860, King Chemarajendra 
Wodeyar instructed the students of th Royal School {attached 
to the Palace) to try theatrical experiments, and thay slazed 


the play ‘Prahlada’. Though in Marathi, the play wa: much 


4. fhe Parsis had four different sects of curtains with 
matching side=vings = the front curtain (ankada Pharade), 
the ‘forest curtain’, the ‘court curtain' and the ' street 
curtain'. Three or four feet in front of the 'éAnzads 
pharade’, keros¢ne lamps vere placed in a row on tie stare. 
For imposing scenes like the Kirg's Court ('Imrbar') and 
durint Dances, the Parsis used baming sticks call2d 'atapu’ 
that emitted coloured Light, 


2. The Parsi setiings and scenery were obriously more odd 
than the Marathi ones vhicn were simple and straig31. The 
Parsi curtain which provided the background for an intimate 
nythological theme like ‘Indra Sabha' had the 'Winisor Castle’, 
ov the inner apartment of a French hotel peinted om it. In 
the play, the king got a throne ali right, mt the nenbers 
of the 'Durbar' sat on fashionable folding chairs. 
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relished es it vas so entirely different from the isual 
'Dasavatarada ateat. A little later, the encourage} 

entitled 
students staged a play in English /*Finished Aparimsnis". 
C.Rengacheriu, the then Dewan of Mysore, who witnessed 
the performances of the Royal Schocl clearly saw te - 
advantages of developing @ local theatre. With ths perni- 
ssion of the Maharaja, he instructed the court poevs- Basavapra 
Sastrvi, Sosale Ayya Shastri, Jayarayacharya® and ot.ers, each 
to write out one plar in Eannada. An early and fru:ticl 
result was the rendering or 'Shetuntalgi into Kannada by 
Basavappa Sastzi. The Deven, himself q scholar in Sarskrit 
vas very happy at tre translation and the play vas taken 
up with the artists drewn from the Royal School. | It was 
cavefulay rehearsed und-r tac surervigion of the Head-masiter 
B.Mallapoa (to Check up pronunciation of words and acting), 
Asthana Vidwan: Sadashivarao and Subbarima (iraining the 
artists in Music) and R.Peshunatharao (general supervision 
of production). fhe troupe was called 'Shakuntala karnatak 


Natska Sabhat as it sas the first troupe 19 stage the Kannade 


version of the immarhal play of Kalidasa. After rigorous 


reheargals, the 


1 It is said that when one day the Dewan came to the 
Palace for royal sudience, he met on the ground floor 
a group of young aud educated officials connecbed with 
the Palace indulging in leisurely informal talking. The 
Devan was greeted by them and as he went up, he thought 
they were imitating him at his back. He vas right, for, 
when hs took a loot. at them from 'CGhandra Shal<s', they 
were imitating the method and manner of his gestures and 
telkivg. Bhe young 4ionp gob a rude shock when it suddenir 
resllged that the Geusn had observed its indulgence. The 
Dewaa latcr recerved the young men and said wits g amile 
an te how happy he vas at their histricni¢c talents. Some 
of them were immediately taken up as members of the Palace 
Dramatic Company. (C. Ananda Rao: Rangabhoomi~ Sept. 1925. 

yr. 44). 
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play vas first staged in the Palace in November, 1851, 

and the talented trovpe that consisted of Lakshmipagti 

Sastri (Shakuntala), M.D. Subbanna (Tushyanta), Giribhatbars 
femmayya (Kanva) and Devaraj Urs (Vidwashaka) was richly 
honoured for its triumphant success. The show wae put up 
for the public in the speciality erected etage at Kalyani 
Maidan infpecember 1881. The people for the first tine 

sav the narvel of a play un such settings, costumes 

auc performed in thezr owm lensuages the miracle was 
performed by the curtein in the sare vay as it dic on the 
Parsi, stagee This great success, prompted the troupe to 
move to Bangalore and put up public shows early in 1382, 
'The Palace Company’ camed a great reputation and ae a token 
of gratitude to the King wno was responsible to bring it 
into being, ineugurating the era of the professimal 
theatre of Mysore, the nane 'Shakuntale Karnataka No taka 


Sabha’ vas altered to be 'Srii Chemarajendra Karnatak 
Nataka Sabhat in 1882. 


Qn the instructions of the Maharaja who desired that 
well knovn English plays also should be tranalated into 
Kennada, enthusiasts likc ¢. Subba Rao and A. Anancsa Rao 
‘trensLated Shakespeare's Othello, Romeo and Juliet ané 
the Merchent of Venice. hese plays, vhen staged ty 
the reputed © "Palace Company" =~ as the troupe was nomilarly 
called - cnanged the public taste considerably and refined 
the stage productions trom tne standards of the performance 
of Dasavatarada Ata. The troupe gradunily equipped itself 


with new plays - all translated from Sanskrit like - - 
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‘Vikramorvasiya’, ‘Chanda Kaushika' (both translated by 


Ye 
Sosale Ayya Sastri), '‘Ratnavali’, ‘Uttarama Charitre' and 


'Malati Madhava! (translated by Basavappa Sastri). 


The main roles like 'Shurasen; (Shurasena Cnaritre), 


Ramavarma (Ramavarma-Leclavati) and Aswathama (Veni samhera) 


vere played by '@erltain' Ramarad, and roles like ‘lusnyante! 


'Udayana’ and 'Manmethat by M.D.Subbanna while the talented 


Lakshmipati Sastri played the leading female roles. | 


In the year 1884, Bidarada frishnaappa, a promingmt 


court musician was put in charge of rehearsals*, eid H. 


Lingaraja Urs, the Darbar Bhakshi, in charge of zeneral 


administration. Sri Xrishnappa collected the creom of the 


valent available in Mysore and in 1889 secured the services 


4 


Raja Ravivarma, the great painter and critic wno kad 
extensively tovred Indie is said to have paid a compliment 
to Lakshmipati Sastri~ as the most gifted actor at the 
times in India. A.V.Varadachar accepted him as iis ideal 
in aeting. lLakshmipati Shastri later played evcry differ- 
ent type of role starting from Veerasena down to the clownish 
demon— with rare brilliance. (C.Anenda Rao- MSS). 


Bidarada Krishnappa with his great accompliscmcnts in 
music and acting vas a prominent member of the ‘Dasava- 
tarada Mela’ of the Palace from 1865 and thus, aad a rach 
experience to fill this post. 


M.Venkata Krishmayyae 'Kala',III-1, July 1931. 
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of Mandyam Rengacharya! who was already well known for 
his great histrionic talents, Tuttari Sastri who later 
excelled himself in humorous roles and also Janjuté 
Seshesirirao, a vell trained musician with considerable 
histrionic ability. This talented group guided and ~ 
rehearsed by Bidarada Erishnappa marked the inauguration 
of the golden era of the professional theatre of Mrsore. 
It seb out early in 1890s on a tour to the distant parts 


of Karnatak including Dnarvar, Belgaum and Bellary~ and 


scenes 


1 Mandyam Rangacharya was one of those who were exthused 
by the Marathi shows in 1878. He collected his talented 
friends and started a trouve called 'Rajadhani Tateke 
Mendali' and successfully staged in 1881 Karmadz version 
of the play 'Banasvronakhyana' of the Sangli Company. He 
eared a great zeputotion as ove of the most taL_ented 
actors that Mysore ever produced*. Under his leadership 
the troupe had a "friendly rivalry" with the Paiace 
Company. 

FS WS SAMA KTR Tracy DEAS TY, he ys 


SEG ohW YoMIMAWosMe SAA 6h oy 

SUFI SA aie ERIE G3 EGU otnT _ Qo. coeke 

BLYWBIO” 8, BA MooevAA. KOK eehe 
BWEDS! AFal aes ALA, 


2 While in Bellary. on seeing the play ' Shurasen: Cnarite! 
(Othello), a Britich Army Ofticer ( 2 Lt.Col) heiled the 
play as a model trunslation and paid a public tmobute to 
Rama Rao's talents feertain Ramarao who played the hero) 


that he eminently fitted to t& be counted among the greatest 


of British actors and that it was doubtful af ewen the 
&reatest of British actors could compare well with Rama 
Rao in the role of Othello. Next d@ay,Sv1 Rama Todd tre 
entire troupe was taken round in procession by the citi- 
gens of oe and vas: given valuable gifts. (% Ansnda 
Raps MSS). 
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roused a neu consciousness tovards the Kannada drama. 

Much Later, when Sardar M, Govalaraj Urs took chazr2 of the 
management,’- the troupe undertook for the first sine an 
extensive tour of Andhra and Temilnad. ‘The Falacs troupe 
had an established high standard of acting and shownanshio 
and continued its taste for classical plays and d_mified 
portrayals With these qualities it survived with siccess 
the keen competition of several dramatic rroupa het had 
sprung up both in the capltel and in the round about cities, 
to rival with ite! 


In the year 1947 the palace decided to disbani the 
troupe and distributed all the fabulous theatricaL. >ropertr 
fits enong/members who vere permitted to choose their awa careers. 
Krismaraja Wodeyar IV permitted also the revival of the 
old 'Shakuntala’ Karnataka Nataka Sabha't independen= of tue 


Palace. 


It is the: royal patronage that inaugurated tie era 
of the professional theabre 1m Mysore. Though th: seaabere 
of the Palace troupe were themselves receiving se_asy from 


the Palace, it vas only a token pay. The fact that the 


1. There came up a rival group am the Palace i%self when 
the independent minded prince Nanjaraja Bahadur of Madena 
Vilasa started his own dranatic troupe and staged Tulsa Bhara, 
Remayana and Naln Charite. Ks Reghavachar and Yesrappa 
played the leading male and female roles, The croupe 
staged its plays in Bangalore in 1884=85 with sem? success 
but soon turmed to be a troupe only for private 
entertainments. (CG. Ananda Raoe Mss)e 
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Palace Company put uv» public shows on tiskets comfirms 
the professional attitude of it and secondly actors like 
Mandyam Rangacharya, N. Gibbamna and B. Rachappa were 
enployed as actors with their full time profesaio1 on 

the stage. Finally, the valace troupe led the was and ' 
inspired scores of dyrematic troupes after the year 1382 
and thus contributed in establishing the professiomnul 
theatre of Mysore on a sound Loundation. Their friendly 
rivalry rveaulted im bebter selection of plays and improved 
nethods of presentation. As in North Kamatak the credit 
of inspiring an indiscnovs theatre in Mysore goes to the 
Marathi touring compmmics initially, but, it 15 tLe Palace 
that nursed it with great care and cmcerm and sar to its 
firm establishnent and safe development. King ClLanaraja 
Wadeyar took personel care in the individual acto: and his 
comfort. While on the royal tour and often in the Palace, 
the actors enjoyed the same food and comforts as the King 
»himsels, at his command '. When the King wont out cf tus 
State he invariably took his actors vith aim and made them 
ultness the presentations o£ other companzes in different 
ianzuazes. He sent some of the leading artists including 
Yoertain Rana Rao? to ‘he Ballivalia Company in Bombay to 


‘observe’ the stage craft in order to incorporate thsir 


1. @.Ke Venkataramiah. Kan. Centenary Vol. II, 9, 57. 


salient features in the presentations of the Palace troupe ', 


fhe King ordered for crstumes, settings and all tre equir- 
ment for the several plays, aw built a small stage in the 
palate at 'Karikal Potti' and even allowed the treupe to 
have its tehearsels in "Chandra Shale", aa outer epartmant 
of the Palace. The troupe had the best benefits cf 

the copoperation of the well known Pundits and mucicians 
of the Palace all at the royal command.. It was privileged 
to be under the direet supervicion of the ‘Durbar Bhakshi', 
the Chief Officer of the Palace effairs. The Dewan and 
the ifaharaja were kealy anterested in its progreae. 

Such an atmosphere vould keep the troupe fully alert, and 


notivate it to achieve things that were impossible for others. 


Contributions of the -Palsce Company: 

| fhe greatest of 
royal gitts to the theatre of Karnatak is the Karnada plays 
themselves starting fron "Shakuntala". The year 1360 
nlarked the age of translations in Mysore and from shen, 
at the royal command the learned Pandits of the Coart set 
themeclves at the tesk of rendering into Kannada wall know 
Sanskrit and Inglish olayse This created a Tlare lor 


translating plays from Sanskrit and Euiglish. Many a Senskrit 


1 © GO, TYOA,tWHeinoy MN EUR SS SrA oceteN 1G FHy Hos 
ex rat), WIERD WY (they Sods ane a SoR SrewscRE sows, 

~ MSE astot, ary? exude, Ktnekd QBesvoer & Boy sz 
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SUG sy BMAW RSG Ys Guohv, 1p ¥ Mow K-WXa Hae 
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scholar who was not initiolly connected with the Palace 
like Bellave Narahari Sastri, Tirumala Srinivasa Iy mger, 
Panyam Sundara Sastri] and N.Avanthanarayana Sastri isok 
the trend and contributed to the treasure of K.nnada dra- 


matic literature. 


The theatre wag|then firmly established in Mysore 
essentially by the interest and encouragement given to 
it by the Maharaja Sr: Chamarajendra wodeyar. Even after 
the dissolution of the ‘Palace Company' that did 'manumental 
service’ to the King and the country |, the kindly dusvecsi- 
tion of the Court, comtinued towards the theatrical art of 
Kermatak. The Palace has extended material susport to differ- 
ent professional troupes wherever they came from ana there- 
fore, it is looked ur to as an unfoiling patron of she - 


KRamatak theatre. 


Yet the dissolution of the Palace Company rendered 
a hard hit to the theatrical art of Mysorc and stunved the 
growth of its dramatic literature. The disbanded arvisis 
joined together under the leadership of N. Subbanna the 
veteran actor of the Palace Company and revived he 
'Shakuntala Karnataka Netake Sabha' late in i917. The 


ol@ plays were picked up, rehearsed by the re-shutlled 


4 «© & So Motos CMG Ted ex) RB OHTRETS SSSA wh, defense wv 
Sey 0? ANT OY - SONS SSMS SS eyePd9o1S AL. ASRS sw 
FAK SoSpasersa Gog, MSoy, Mad Ho ACs 
C9 Yoss eS? "KE SAs NAPKIN Sodw, os gw TNE 
mat Sadie SB okacr WP sy Lusty Seen voy aya 

FI Snrueygw SoHE > TL Kyes —4- Se. 
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troupe and were staged with success in Bangalore and Bellary. 
fhe troupe retumed to Mysore in 1978 and went desunct owing 
to disagreement among che members. the frustrater Subbanna 
and Be Rachappa *retircd' from the stage, but witinn a year 
in 1979 they were hamessed again by their admiring friends 
end vell=wishers of the theatre to open a new troupe under 


the banner 'Sri Chanundeshwari Karnatealca Natake Sebhat. 


Professional Rivaics 

Barly in 1880s, inspired ‘or 
the performances of the Marathi and Parsi companies on 
the one hond, and by the svecess of the Palace Cornany on 
the other, several trovpes with the ideal of fosterirg the 
art of the theatre on professional lines sprang up. Mandvar 
Rangachar who waS later claimed to be a veterm artist hed 
started the 'Rajadheni Natakea Mandali' in 1881. Before 
joining the Palace troupe, dexrbain Rema tao had ure of ms 
Owls SS. Sctlur and N.f.Gopala Iyengar had started a vroup 
or professional artists at Bengelore in 1883. In Pangalore 
there was already a dramctiec troupe staging ‘polished? 
plays and this was most probably of Bulleppa, a lacal 
wealthy merchant. very one of these troapes seems ‘to 
have flourished witn good success in the initial etaves, 


put not one of them seems +o have lived long. 


'Gubbi Company ': 
There ig but one exception in 
Gubbi, Chanabasaveshwara Kripa Poshita Nataka Sangim that 


ceme into being in the sane transitional period. “me 
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troupe has flourished till this day with considerabie 
development in all the facets of the stage craft. ‘the 

Sangha was established in 1884 by the organized efferts 

of Gubbi Chendanna, Abdul Aziz Saheb and Sahukser Neeclakanthappa, 
who represented incidentally, the three proninent canmunities 
of Jaina, Muslim and Veerashaiva of the village Gubri in 
funkur,. The company was named after the presiding Ceaty 

of Gubbi and met its initial expenses witn the subscrip= 
tions raised from the public. The troupe, consistaursg of 

the young and the enthusiastic of the village adapted as 

its first play for tie stage ~» "Kumara Ramana Fathet - a 
vell imow Yakshagana of the time and made cnanges im it 

to suit the stage but tne traditional Bhagavata, the 

chorus (Himmela and Mummela) and all the other accersories 
of Yekrshagane vere availed of 6 was co-lacidental, 
hovever, that on the day of the very first performarce of 
‘Kumara Ramat, the Meakeraja of Mysore — Chamarajendre 

Wadeyar, the patron of the ‘Palece Company! happened to 

be at the village Gubbi. The patron voluntcered to 

tlimess the performance. He vas bappy at the show 


end blessed the young troupe expressing his joy |. 


Accidental thoush, the royal presence at the chow 

crs 
gave a fillip andjunusual publicity for the already ~ - 
enthusiastic troupe and it set out to Bargslore, stased 


the same play early in 1886 and earned a good name 


4 Sommmezds Be eed RneUddom Usman: 
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After witnessing the more polished perfornences of the 
troupe of Bullappa, the proprictors of the Gubbi troupe nade 
immediate chanzes and got a new play "Chorakathe’ written by 
Yeerappa Sastri, rehcarsed it and after returnin: +9 
the native village, staged it on an improvised giatform 
with good settings and self-raising curtains. Tle troupe 
goon equipped itself with new plays on varying tremes ~ 
though mostly mythological - like 'Pandava Vijays', 
'Joganmohana Charitre’, ‘Harischandra’, ‘Indra Sebha!, 
‘Dharmapala Charitre' and ‘Satyavarma Charitre'. The new 
method of a scparate "comic farce" Like ‘Mitai Sawker’ was 
giso introduced at this stage to provide humour for the 


audience and break the serious monotony of the play. 


@he present proprietor of the troupe - GoH. Veeranna ~ 
e boy of 6 years of ae, joined the troupe im 1896 and 
gradually became a past-master in the stage craft. In 1917 
he virtually became the master of the entire manageneni 
and from that day te this, he has moved his troupe from 


success to successSe 


“@he biography of the Gubbi company indicates that it 
had a glorious ad impressive paci aad all this,mestly due 
to the ceaseless ¢frorts, foresight and abliity ov 
Veerema. With his animiteble capacity to upot tLe real 
talent, he bronght succcssfnil playwrights lise Bellave 
Narahari Sastri, Bhimaraju and Be ttacwaniah to serve 


the stage. Hs built uv a galaxy cf artists of cormendable 
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/made ability and/then dedicate ae to the stage. he 2e- 
spared. all his efforts and money to make the trourze by 

far the best in South India and he can as well ne srou 

of making his troune the ambassador of Lhe dranatis 
literature and theatrical Bee oe Kamatak ~- in other 
provinces and particularly infReluga and Tamil areas. Above 
all,it is to the credit of Yeeranna to have Littea up the 
theatrical art of Kamatak to the pedgtal of bowh 
respectability and popularity. 


; Te 
Gubbi's is the loagest and, perhaps,;most co_ourful 


of careers of the professional troupes of Kamatak. Ag early 
as in'1923 the troupe set out to Medras and staged clays 
vo the great relish of the peoples over there. The snecess 
end impression of the tour brought about royal patronare 
to the troupe in Mysore. In 1924, the troape built its 
own play house in Bangalore. In 1925, vor the farct time, 
a Children’s Theatre uas attempted inithe Bala Kale 
VYardhiai Nataka Sengha’, wnich became quite a popular 
institution with young end promising artists teking 
part in plays. Phe young troupe toured all over Kcoamatak 
on professional lines. In 1926, Veeranna seems to have 
accepted the Leadershin of a professional troupe of Gadag. 
Av this time, it is said that the Gubbi concem had a big 
train of about 250 persons including the crtists act tneir 
families to maintuin. ‘vith an undaunted zeal, aew dlays 


were taken up and rehearsed separately by the thres 
sections of the greet concern which toured in their ow 
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specified regios. The main branch of the troupe under 
the leadership of Veeranna himself made an extensive tour 
of the South including Salen, Madras and Coimbatore. 

After returning to Bangalore, another play house was built 
with modern amenities and comforts for the audience, which 
was opened by the then Dewan of Mysore, Sir Mirena f. Ismail 
in 1930. The troupe went over again to Adoni and Laichur, 
picked up the popular Marathi play ‘Shiva Chhnatrap: ti’, 

got it translated and adapted into Konnada as ‘Swari Nisthe', 
end staged it with sreat success. Impoging settings, 
scenery and costumes on the one hand and impressive acting 
of a talented band of artists which included G. Napeshrao, 
MeVe Subbayra Naidu, Gurumoortappa, U.K. Vyasarao and 
Sundaramma brought continucd success to the company. 

During the years 1932-34 the troupe visited Udini ad 
Mengalore in South Caneare and also Trichy, Ettiyapurar, 
Kumbhekonam and other important centres in South India. 

The Golden Jubilee of ihe Troupe vas pompously celebrated 
in 1934 under the presidentship of the then Dewan Sir Mirza 
Me. Ismail. To f1% in the occasion and to hit at a land 
mark, Veerama got the play ‘Kurukshetra! based on “he 
classical theme of Mahabharata written by Be Puttasvamigh 
and brought i% on the stege with special cettings, acenery 
and equipment made at a fabulous cost of about thiruy 


1 


thousand LUpEees. fhe play hit the high water-mark 


of literary merit, acting ability and pomp of produetion. 


qe Bellave Narahari Sastri: Stage Centenary Vol. 1, pe 47- 


2i9 
It marked again a revolution in the mind of the ai dience 
with regard to theatrical possibilities when inter ded with 
a geal, The production as planned was a chialleng: io the 
serceen which was slowly but surely setting into the soil 
of the Kamada land " to uproot the professional ctase." 
The troupe put on 40 continuous shows of ‘Kurukshetrat in 
Bangalore and set out by special train on an extersive tour 
of the South again, covering Warangal, Bezawada, kokuinada, 
Vijaygacarcn, Nellur and other emtres, staging -laye in 
Telugu and Tamil. The troupe received rich rewards and honours 
ali over. It was during this tour that Veeranna ws publicly 
honoured in Vijayanagaran with the title 'Kamataka Andhra 
Nateka Sarvabhauma' a rare compliment to the theatrical 
art of Karnatak. Vecramma was a bold adventurer tit his 
adventures were mostiy Lavoured by good luck when conpared 
with scores of other ill-fated professional troupes of 
Mysove including even the Ratnavali Theatrical Company of 
A.¥.Varadachar. For once, the film houses of the 3outh 
found the real competitor in Veerannga who had diverted the 


people from the film—houses to the theatre. 


Qn vetuming to Mysore, the troupe performed plays 
in the royal audience md was honoured with rich gifts 


including an telephant cnb’ for takings part in pslars. The 
ana 
year 1938 say the zenith of the group e# Veeranna'3 pro- 


ductions. Elephants, horses and moving chariots tyxok part 
1 When the srand shows of Veeremna were on the stage in 
the South, "many film shows were cancelled end che 
organisers wrote end vired to the distributorea asking 
then not to send good films owing to negligible publie 
response to the films because of Gubbi's Kurukshetrs", 
A l.Krishna Rao: Karnatakada Kalavidaru~ I. pe120. 
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in 'Kurukshetrat end clever filmic devites menipulated 

by projectors brought abont a touch of reality to the 
miracles performed in the play. dGubbis had becom: virtually 
a colossal art institution with its fabulous parashermalisa, 
a bend of over a hundred talented artists,scores :f nerited 
plays well rehearsed, aid with perhaps on unsurpassed pomn 
in showmanship. At this stage, Gubbi's was perhap> the nest 
colourful and the best equipped professional trouse in South 


India. 


' 
‘ The success had evidently brought a satisfartion to 
“she anbitlous Veeraie vho sought other venues for explors- 

. ‘tion. He was convinceé of his supremacy in the world of the 
South Indian theatre and now in 1940 desired to make a debut 
on the soreen and once taken, the decision vas puzsued with 
prompt action; but this deviation obviously brougat a hard 
hit to the Xannada theatre, and it should be said that the 
film did not take him to that lofty position whicsz the 


theatre nad honoured hin with. 


Though virtually deviated tovards the films Yeeranna 
did not wind up his vell established dramatize conecm. The 
Hanagenent was handed over to M.R.Chennappa and A. 7.4aha- 
devasvemi vho maintained the Sood name and honour of the 
concem with theiz able admunistration. In 1944 she troupe 
arrived in Mysore and drew packed, houses for a huxdred and 

ss Knishna leela 

twenty five continucus shows of ‘Sri Rearestetes ' and the 
cntenary Celebration of the play was condueted or a grand 
scale. The year 1945 sav the troupe again in Myscre, and 


this time, seventeen plays were staged at the palcce. 


eel 
In 1946, the well equipped play house that was beilt in 


Bengelore at huge costs and under careful technical super- 
vision was opened by Dr.f.C.M.Rayen and was namec 'Gubbi 
Chena Basaveshwara Natvaka Shale'. The troupe gov un new 
plays like ‘Usha Swayanvera' and toured the entize Karnotar 
onee again and the year 1948 saw the grand celebretzm of 
the Gentenary of the Yeannada Stage and the plamorml Jubilee 
of the Gubbi Company. The €cntenery Celebravion, wmougura= 
ted ty the Maharaja oi Mysore abtracted ploywrichis, - 
actors and producers from all over Xamatak. Wit. its 
splendour and pomp, the celebration marked the crowing 


climax to a colourful and meaningful career. 


The splenderous celebratson was the first of 1vs 
kind perhaps in the entire South India conducted in suc 
a magnificent measure. Ji was in a way a great attempt wo 
collset, consolidate and rebuild the gtructure of the - 
professional theatre of Karnatak. It was a grand -xemple 
no doubt, but it seciied to be almost the last gloz of she 
going light. This discordant note of pessimism was supported 
because Veeranna had become essentially film-minded and 
ceased to take any worthy interest in his dranatic troupe 
waich continued to receive of course, bis moral ard material 
support. As a result of his om deviating toward: making 
films, many of Itie good artists including Honnavpse Bhagavetar, 
M.V.S.Naidu, Bedseyama, Raghavendra Rao md Vasudevarao 
Girimaji tovuk to flims and vere lost for the stage. Some 
ox the old yeterans were dead, but still the trouse went on 


and on, staging new plays and touring all over Kam*atal. 


Ban 


The troupe paid recent visits to North Kamatak with 
impressive social plays like 'Sahukar', 'Addadari’ and 


'Kalachakra'. 


The colourful cezeer of the Gubbi Company from is6u4 
with *Zunara Ramana Kathe' a typical play of the folk 
theatre to 1954 with the social vlay 'Sahukar' replete 
with fresh humour- brings a few points of obgervation that 
moy provide clues for its success and impression. @he Gubbi 
Company seems to owe its prosperous name vo its eeiaviovie 
capacity to adapt iteclf to suit the chenging times and 
tastes; yet putting every effort to maintain a good standard 
of literary merit and disnity of production. It staged as many 
as about forty different plays on mythological, historical 
aad also of social themes, though the proportion of the 
mythological themes is overbalancing. | Apart from dis- 
covering end tapping the men of letters in Farmatak vo 
write out plays, mme ox the very popular plays were 


translated from other lmguages mostly from Marathi and 


1 Some of the very pounlar mythological plays of the Gubbi 
Gompeny before 19UL were 'Pandava Vijaya', ‘Satya Harish- 
chendra’, ‘Indraseatha', 'Dharmapale Charitre'.'Satyavarma 
Charitret, (after 1300)~ *Prabhamani Vijeya't, 'Vasentha~ 
mitra Vijaya', 'Prohlede Charitre!, 'Subhadra Parinaya’, 
(after 1915)= 'Sri Krishna Leela', 'Kamsavadhat, 'Rukmini 
Svayamvara’, 'Jalandhara!, ‘Markendeya', ‘Savitri't, ‘Kuru- 
kshetra! and 'Usha Sweyamvorea'. Some of the popular higto-~ 
vical plays were 'Karnavgk Samrajya', Svami Niste’, 
‘Mahatma Kabir’, 'Sadhu fubarem! and 'Akke Mahadevi'; some 
of the popular social ovlays were 'Chaiti Dunia’, ‘Sure 
Mahime', ‘'Sahukar', ‘Addadari’, ‘Kalachaktra'. 


idke Ballave Nareaharashastri, Shivalinga Swami of Gadag, 
Kola Shantaiah, Kavi Keshaviah and B. Puttaswamiah. 


Ro 
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adapted to the Kannada stage. | While on tour in tke South 


the troupe staged ite plays mostly ia Telugu or m Tamil 

and thus gained great povu larity. The success end pro- 
gress of the company oves itself to the theatricel senius 
and leadership of Vecraina, a staunch practicalirct with » 
perfect clear sight into things. He saw the futtre pros 
perity in the impreasion of the present. He invested most 
of his returms for the improvement of the stage ftself on 
the one hand aid always tried his very best to keer ‘is 
artists above vant.* He believed in creating « mil: ssal 
impression in his audiences and so: never hesitate! in - 
spending money on fabulous scenery, settings, costumes and 
stage devices. He was right in his conviction that the best 
meshed of keeping the trouve popular and prospereis was to 
keep it always on its wheels touring from city to city and 
province to province in spite of odds and ends, His greet 
success in faniinad, fnchra and all over Karnatak establa~- 
shed the saying thet wrie art has no barrier of lensuage. 

It goes to the credit of Gubbi Company to heave coutributed in 
a large measure to esteblish the Farnatak theatre on a firm 
footing in the Kannada land and heralding its repatation ail 


over the South. 


Contemporary Eroupes; It was during the last tro eecades 
ox the 19th century, the profcssional theatre of iywsore huilt 


up .. its solid foundation mainly on account of scores of 
1 @he important anes are ‘Suremahime! (cach Pyaia),'Raja 
Bhokti! (Rake aei Mahatvakenksha},'Kamatek Sarrajya? 
(Rena Dundubhi) eid 'Swemi Nigthe' (Chatrapati Shivaji). 
2 fhe highest pay that vas paid by the Gubbi trocae at the 
times of proprictor Chandonna was rupees fifteen (exclu- 
ding the expenses of maintenance) which steadily rose 
up to an amount of '3350/~ raid by Veeranna to an actor 
like G.Wagesharao- as his monthly pay after 19). 
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professional troupes that sprang up im every important citr 


of Mysore State= and particularly in Mysore and Bangalore. 
fhe Palace Company vas started in 1881, Metropolican - 
Theatrical Company in the same year, Bullappe's troure in 
about 1887 (Becctalore), ‘Rasika Monollasini Natake Sabha! 
of Peri Shama Iyengar and the famed Gollarapete Netska - 
Company in 1884, 'Srikanteshwara Nataka Sabha ' of U.L. 
Srikantegowda in about 1894, the Bangalore Union m 169$- 


and stores of others come imeto being in the lest decade 


I. > 


ox the 19th coutury. These were only revresentative troupes 
know for quality productions and many of them stretched 
thenselves across into the first cuarter of the oCth century. 
Anong then all, a troupe that lived a brilliant lxte md 
made on ineffeceable impression on Karneatek was tre Ratia~ 
Vali Tacatrical Company of A.V.Varadachar, "the uncrowed 


King of the theatre of Mysore". 


Varadachara Comes on ‘the Seene: The founjation of the 
Ratnevali Theatrical Connpany ia to be seen in the ‘Metro- 
politan Theatrical Company! that was started in Mysore in 

the year 1882 in ‘fviendly vivelry’ with the palace company. 
It vas started by Mendyan Rangechar ‘the first actor of Mveore’ 
with a group of Llavye1s amd orficials but soon, his troupe 
came to be dissolved aftcr a very short ‘career of unexam- 
pled succcss and popularity' as Rangachar himself was - 
coaxed to join the palace company to play the leading roman- 
tie roles. Gauri Narusimhayya, who used to play tie leading 
female roles collectcd the remmants of the material resources 


and talsnts of the troupe and revived it in about 1886, 


225 
under a different nane 'Sri Saraswati Vilaca Natalia Sabha’ 


1 
"It vas into tins venture that Varadacharwas firet 
draim and discovered himself. The rest was only a 
case of IT came, I saw, I conquited. From th: year 
18839, practically, the dramatic career of Varadachar 
had besun and for nearly 36 years he wags the un- 
crowmmed king of the Kannada stage. "@ Varade char 

had come to stay and to place the emphasis of thertrical 


success essentially on the cctor. 


The dramatic troupe set ou, in 1890 under the cuidance 
of Gavri Narasiumhayya up on an extensive tour of the import:- 
nt cities of hamatak and the Bellary district anc soon 
eamed money md fare. The main reason for its siecess 
was its high stendard of acting and music. In 1895(, Vera- 
dachar made a mark as a prodigy of histrionics but soon, 
just when he was blossomins in-to fullness the company got 

disrupted at Mysore due so differences among its members. 
Varadachar gave up the stage and joined the office of the 
British Resident in Gengalore as a clerk. An atterpt to 
start 'The Bangalore Union' with Varadachar ag its chief 


actor failed. When Varadachar retumed to Mysore vith a 


1 M.A.Gopalaswami Iyengar observes that the original name 
was 'Sri Sarasvati Vilasa Retnavali Nataka Sabka' (A.¥.- 
Varadachar= qa sketch of his life md eareer? 1° 26.p.&). 
But it is improbable for the term 'Ratnavali' ccems to 
have been first considered in 1904 by Varadacher himself 
because the Kannada version of the play 'Ratnarali! when 
first staged, seems to have brought him great rame end 
money. Then he seems to have declared ° ; 

w XRQ ASE SWART B& Sef, BRaICSoK SMS 33 BES AC 


AQ Myr QOALS” (GC. manda Rao. Rangabhoomi. Sent. 
1925. p46) 


2 ¥.Bhaskaran: ’Theatre' (Bansalore) March, 1931. p32. 
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heavy heart of a broken man as he had lost his wife and 
the only son, he was persuaded vith great difficulty te 
revive the old Saraswativilasa Netaka Company of Gauri 
Warasimhayya. Being unable to resist the forceful persua- 
sion of his admiring friends who desired to make him the 
sole proprietor and stage director, Varadachar at Last 
consented and the company started on its great career in 


’ Phe 


December, 1904 "with a borrowed capital of fs 200". 
troupe was renamed "fhe Ratnavali Theatrical Company" ofter 


the great success of the initial nley 'Ratnavali'. 


% 


i% was the genius of onc man-Varadachar that moved 
the troupe from success to success for about 20 years from 
this tamé onwards. Within sux years, about 20 plays staged 
by the troupe made ié famouse and Benieules ys 'Sakuntela , 
'Nirupema', ‘Menmatha Vijeya', "Ratnavali', /'Vishruleele', 
in which Varadachar played the leading roles established 
a covetable reputation for the troupe. In 1910, then 
Varadachar witnessed ot liygore the impressive perfvziences 
of the visiting Govinda Svawi Naikar's troupe cf Madras 


he’ was convinced of the theatyical scope provided by mytho~ 


, Logical themes, eid so he got Rajakavi Srinivasa Iyengar ta 


write out the stage olay 'Pralhads' for the troupe. The play 

when Shused “became a rage" and went on continuous ly/for nights 
at Length. The sauce vlay vas staged in Bangalore continuously 
for 26 nights drawin. crovwded'houses to the speciclly efected 


tent theatre which accommodated about 1,599 persors. The 


1 V.Bhaskaran: ‘Theatre’ (Bangalore) March, 1931. 
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troupe staged in the palace 5 different plays including 


‘Prahlada’ in the royel presence and was rewarded. In 1912, 
the troupe set out on an extensive tour of South india 
visiting Erode, Coimbatore, Karaikudi, Selam, Kunthekonum, 
Mengalore, Udipi, Kundapur, Dirthahalli and Bellary. In 
1913, Bengalore gave a public reception to the tranpe and 
the next year, under the chairmanship of the Minister - 
Sardar Eeantaraj Urs, the rublic of Mysore honoured Varadachar 
with the title 'Gifted Actor’ and rich presents. The latter 
part of 1914 saw the trovpe again at Udipi at the invitation 
of the 'Asta Muth'!. Ta 1917-18, the troupe toured again 
extensively in the South including the Madras Presadency. 

At frichy, Kumbhekonam, Madhurs end Mangalore, the troupe 
was publicly honoured as ¢ great ambascndor of the theetrical 
act of Kamatek. dt was in Trichy that Br. Annie Jesank 
prosided on a vell atuended public meeting and honoured 
Yaradachar with the title 'Nataka Siromani' the on: title 
ubich he proudly bore cu his breast till the end o- his days 
By 1922, Varadachar was the best known actor in Soeth India, 
ond his troupe the most successful; but he wos tired and in 
addition was getting old (53 years of age). Being enable to 
peat the entire bumdcn end brunt of a train of abaut fifty 
actigts and their fan.iics, he accepted to amalgamcte Bis 
om troupe with the 'Sharada Theatrical Company!’ a~ the 
latters responsibility of management. Fox threc conths 
efter the amalgamation in the beginning of the year 192%, 
the trouve toured again in the South with richly deserved 
honours, ‘Soon after iis return, the new company %¢ came to 


a close due to intemel differmeces and made Varadechar feel 
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disappointed and alnost frustrateds He still gath2red un 
lis courage and sia nolieenies to revive the old ' iatnavali 
Theatrical Compmy! during the latter part of 1923. @he = 
troupe strenuously endeavoured to put on the stage, three 
full length mythological plays~ 'Vishnuleela', 'Renruyana’, 
and' Mahabharata’. When compared with its previous naster- 
pieces like 'Smkuntola't, 'Nirupama' and 'Pralhad’, these 
full length shows proved to be soory attempts at drasatising 
the long narrative cnics. Still the troupe toured ahout in 
Mysore State and in 1925, the public of Bongalore aAonoured 
Varadachar ulth a precious neckiace as qa token of xsppre- 
ciation of his sexvices to the theatrical art and she country. 
A year laters Varadachar died; and without him, th: troune 


sould not but come to a stand still. 


Varadachar's troupe gave an unfailing feast 7f enter- 
tainnent both to the learned and the ley. Tis asset vas its 
Sifved artists Ake Kxismemoorthi Rac (for humour:, Bodhoran! 
and ReNagendra Rac (lady roles), Mar. Rao (for devotional « 
roles like Bralhad), l@ja Iyengar (for music), K.S:etharane- 
yao end others who provided a solid foundation for the grand 
super structure of the theatrical art built by the genius of 
Varadachar. He made a fev outstanding contributions with his 
innovation to the theatre of Mysore and the 'stage-music' 


is one of them. Varadachar's was a notable diversion from the 


1° Myr. Bodharao is the most allurins and deligstful 
heroine-actor. He is the witching consort ot 
Mr. Varadache c's rezgn and Mr. Krishnamoortai 18 a 
g@rcat comic-genius and is unrivalled as Vidsshaks". 
M.A.Gopalsvani Iyengar; Op.clt. £ pe4. 


/only 
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old methods aad set styles of stage songs. In fact, he 
originated a new method in stage music that became a ~ 
fashion for decades efter his death. Phe classical xanneda 
metres~ Kanda, and VYritta were rescued from their narrow 
obscure settings, were couched an pure Kurmatak music and 
were vilalised with yvover and east. yopance ee saw to 
it that music was/a supporting influence for the L:11 rousing 
of a sentiment.” fhe sound pit vas introduced in arder %a 
establish a better contect between the singer an the stage 
and the instruments vhich remained till then at the side~ 
wing with obvious disadventages. Varadachar favounsd the 
les-harmonium becsuse of its volume and capacity t srovide 
musical effects, and every other professional traune tock 
to the harmonium thence after. Patnavali Theatrical Company 
became the last vord for the high waberemark of acting with 
understanding. In order to serve cvery taste, Varadachar 
introduced ]*danced in lis verformances ag an iniertude or 


as a part of the play itself like in the court-scene of 


o . ; F 
- 1Goda ‘and Monarchs’.” Hore important than even thzse was 


the better method of mare=up, rationaiisatim of cssgtumes, 
dignified interpretation of characters and better 2xoloitea- 


tion of 'light and shadow’, Particularly as in th: play 


*Harischandra’ in us ‘burial ground' scene. 


on 


1 tqaeSets MBER WED, SGuXthoh - --- So ACeF SZ FeV, 
Porn Wa ov eg2 Lo KBs? 
Y.Sitaromeiah. ‘Rengabhoomi' May, 193%. 2.137 
2 Introduction of harmonium was dose due to the isfluence 
of Balliwala Conpeny. Yaradachar deputed ome of hic skill~ 


ful artists- Seshagiriras to Bombay for training im the 
axt ot, the instrument. C.fAnandarao (MSS). 


3 The first daaces on the stage were performed by ‘Dance 
Shamarao' in about the year 1913. 'V.Sitaramiah Op.cit. 
De 189. 
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Costumes were made to Look more natural with the stage 
settings and spirit of the play. Great sages like Viswamitra 
and ‘Vasistha andy fanate roles discarded their socks, Sakuntala 
of the hermitage was teleased of the heavy load of her oma- 
ments and colourful gold laced costumes, 'Sakuni' wo:ld ne more 
took like a 'Rarput Sardar’, nor Taxryodhana es a 4usiim Nowwab 
nox even Bhime es 2 ghost driving grotesque wivard'. it wes 
a real resurrection for tne mythological characters fron the 
fashions end costumes of the 20th century.* It wae to the 
eredit of Yaradachar to have had a more retional idec about 


the settings +o match wish the seeve and CCCURRCE. 


With on clevatet standard set for acting, a new style of 
'éramatic music’ and a clear cut deviailuon in the mancer of 
dressing and method of presentation, the Ratnavali troupe gave 
a neu fashion to ne Kennada Stage, that was at once re, ve~- 
nating and lomg sustaining: It was all due to the genxzus 
of VYaradachar whose ‘yersatile art’ was god's solid gift to 
the Kannada world.” The Kannada stage had its very bright days 
in the times of Varadachar and though there 1s an ooviocus 

‘ Stn Karanth 
touch of etasreration, Hemsetek was not far fron the faet when 


That 
he observed in 1939) "Some dey when there was nothing of a 


1 As suggested by revievers regarding the stage plays. the 
professional stage usually presented mythological heroes 
we heroines in strikingiy odd costumes which reflested but 
on the prevsiling coco ig and notions of early 20t8 century 
rather than on the mythological settings of the plat. AN. 
ae Review of 'Poraishetra! ~ Visvakernatax sf 21st 
JAN. g * 


2 Available accounts and photographie illustrations indicate 
thet Varadachar himeeix dressed up for ‘Dushyanta' in the 
royal long coat with gold borders, tight trousers amd a 
head dress with ‘turai’. this VE "indeed far from tue modes 
ox dressing at the times of Kalidasa, but ene gudieses - 
relished it for that vas the ‘royal dress' in the 23th century 

andtlooked more natural then the Fings = many’ ‘another trovre.? 


3 V.Bhaskarans 'fheatre= It. 7.39 
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stage, Varadacharya and Krishnamurthi not onl?y built 


a stage for Karnatak but also earned a status for 1%. 
They had to stop somewhere and they did; but fron that 
day to this, the Karmatak theatre has not moved an - 


aes 


Followers of the Method: The prominent among the sev=2ral pro- 
fessional troupes that bore the print of the influense of - 
Varadachar; were Sra Chamundeshwari Karnataka Nataka Sabha' 
(1919-1946) headed by N.Subbana arveteran actor of tiie Palace 
Company- and after him, by R.Nagendra Rao who was sa.d to be 
"a gift of Varadachar to the Kannada stage," and the ‘Chandra 
Kala Nataka Mandali' (1930-37) of Mohamad Peer, an a>tor of 
consummate talent of whom the Kamatak theatre covld well be 
proud of. The former troupe~- an organised Jimited company 
with a Board of Directors and a galaxy of brilliant md 
experienced artists including G.Nageshrao, T.-Mallapp:, R.Nage- 
ndrarao, Krishnamurthi Rao, Mari Rao and B. Rachappa~ strove 

in the methods of making the performances most imposing on 

the lines set by Varadachar with ‘colossal stage dev_ces toa 
create theatrical iBlusions'.* The troupe staged moscly mnytho- 
logical plays like 'Danashoora Kama’, 'Rajasooya Yaga’, 
'Bhishma Pratignye' and 'Veera Abhimanyu! and toured with 
success and impression in the neighbouring Telgu and Temil 


areas. After the disruption of the Palace Company ma the 


1 K.S.Karanth- Parishat Patrike- Jan-March: 1939. p.74 


2 ¢ Kategagdk ISAFatnewVwraIe MosA ya, Mh) OAs, 
BAIN Ko 0 HE F 6 ofr Thy dread SOD Tk dU HO OSS 
GUPTUCH HAKMNVKI, WKH ERES Gide sy Foto &, 
WIC ) FOY, Wo. WIPH AY, Fr SAY Se H Sorry “20 7S 
Sam So $yeh,O Ros SE SOT - HOE ety o5) 05) Ms Sy.” 
Review of the play 'Dana Shoora Karna", Ramsgabhoom. 
March, 1929. p.109. 
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Ratnavali Sabha, it is the Chamundeshwari Troupe tiat mnde 
an attenpt to bring together all ithe veleran=- bub frustrsted 
artists together. It contanued the traditions of waradachur 
and yet tried en experiment in administratinn by beconiss a 


limited company in the interest of Jongeviiy. 


Bhe ‘Chandrakalu vandali' of Mohamad peer, "bee short 
but glittering career of seven years made on ineffameable 
impression on ell the different regions of the 4unrada lnad. 
Its enphesis was on dlen.iby in showmanship and underciandinrc 
in acting, on the lines preserlbed by Veradachar. Te troupe 
became the beloved of Karantak for its plays 'Gautemea Buddas' 
(uritten by B.butteswarish), 'Shahnjahan' (Tranelation of 
Dwijendralal Rey) and 'Sansara Nauka (by f.h.ii.Simhs} an which 
Peer played the leading roles with M.VeRsjama end «...H. 
Sinha supporting him. The eauigment of the troupe vas compa 
radtively meagre, its music was thin, it seldom bad Lhe rtave 
devices to perform theatrical tricks end yet, it rvlec over 
the theatrical world of Karnatak, though for a shors while, 
prushirg aside even a eclossei concem Like the Guhci's, 
When Peer paseed away 211 too suddenly 14 1936, cven his 
professional rivals puld homage to this sSenius-actor end 
the Land nourned the loss of one of its most efiici mt 


drenavic troupes, 


Among the other tronves which pursued the dram :tic 
profession with a steadfast zcal in the traditions »f Varads- 
char, ‘Sri Ghandraaaulesbvara Kripa Poshitea Nataka dabnat of 
C.B.Mallappa yho vas titled ‘Abhinava Bhakta Shiromaal for 


nis grand portrayal of roles of suint poets like Ravirdas, 
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fukaran aid Tulsidas, and 'Sri Saraswati Presadits Nataka 
Sabha! of M3 Y¥.Shivanpa end M.V.nadappa~ the gifted 'evtese 
actors’ ~ are promiaenl. Bet, starbing from the ereat ~ 
Varadachar, most of the well Imown troupes~- wath the ringle 
exception of thet of Pecr- staged nythoLlosical plays only. 
It was essentially left to the lot of K. .Hiramne.ys to 


have tummed the taste of the people towards the socicl themes. 


A Geviation: A deviation fron the prescribed lines of the 
theatrical art with regard to 1ts heavy themes and ‘dignity' 
o£ production vas mide by Hirannayya, one of the most tolentéd 
od imeginative theatrical leaders that Rarnatak prodiced, He 
believed in the method of "Lesson with a laugh" and bis team 
becane perhaps the most populer after the demise o1 Moharmad 


Peer in 1936, 


K.Wirannayye who oad the sound grounding in tie stage 


by 
a 
ce 


c ; for about 15 years~ as a partner and actor ir different 


professional troupes+ like ‘Susunabodhaks Samayja’ of Langalore 


(1932), 'Seethamanorara Company’ of T.Sectharariah if Tumkur 
(1934), Gubbi Company (1955), ‘Sahrtya Samvajya Natake Mandali’ 
of Nagendva Rao, Subbayya Naidu and Lakshmibai (1937)- Aad 


establisned his renutctvion as a playuright and attu: of ef 


7 


mo meon calibre’, before he set out tn Mndras to tate to fiims. 


After a good debut in the film world*, he returmed <o Mysore 

1 His plays 'Ecchammaraka’ and 'Ashapasha'’ were svazed with 
good succeas by the Cubbi Co., and Sakitya Semre sya Netabke 
Hondali. 


2 ‘Krishna Promat, 'Thakti','AliBabe'. 'Tiruvallavaa’, 
iSanhapati' and cteocr films. Hus success in 21lms brovskt 
&eceat popularity vo Hiriyanna and drew packed hoaces fer 
his performances, 
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to start his vell lmown 'Mitremandsli! in July, 19°29. From 
that year- till his tragic death early in 1954, the Matra~ 
mandali held the stage mainly on the merit of ites ~OCTAL 
plays which gaye "the nost enjoyable insults™ to its crowded 
audiences. 'Mitramendali' with its inimitable talert and ~ 
capacity made the social play more popular then thc mytho- 
logieal and historical ones. The old modes had to rmke way 


for the ner. 


fhe troupe toured Karnetak in 1944 with 'Devesluct! 
the master-hit of tea troupe, came to Bangalore early in 
1945, gteged it continususly for 93 shows, built a bheotre 
Lov iisel fl and stugcd from Bovember 1945 s non-stoc chain 
of 387 shows of Devadasi.’ 19460 saw the troupe tournw in 
North Karnetak covering Belsaum, Jamkhandi. Sholapur, Raichur 
and the other prominent Kennade cmmtres. Fron 1947 mwards 
the troupe pertectec a nuamber of new social plays like - 
'Makmal fopi' and the burlesque t Panganama » both 
replete with humour. Serious plays Like 'Bevi MandoZari‘, 
tBasaveshvara' ane '‘smasuya’l vere also performed Wu5 1% must 
be said that the special allurement of the troupe wes humour- 
humour in words, sequences and action. iWiranneyya ath his 
inimitable genius imnortataced roles like the pino-Saj.kayra 
in the play ‘Devadasi', the henpecked 'Nani‘ 12 MarnaiPops ! 
and the cook 'Pranecshacharit in ' Pengenama '. Under the 
surface of the bubbling ss2arth of twaour there vas aleays an 

Beruous fone 

under current of se3-—_-i=2 on the one hand and a glaring - 
reflection on several social evils liks 'drinking! “Devadasi) 


social inequality ({ Panganama ) and the problems 


235 
of unequal marriages (Mekmal topi). fhe troupe made its good 
name mainly because of its social plays and intelligent use 
of words. Might be with the inevitable influence of Kailasan'| 
Hirannayya was the first hovever, to introduce the colocuiai 
Kannada vith several of its shades and slanss intc profe- 
ssional stage and it provided a becoming charm to his »vlays. 
He proved that the professional stage could do wiih the time 
honoured mythological thenes - gorgeous but unnatural nake-up, 
heavy settings and even the burden of stage songs, which had 
tried the patience of the 'modem'audiences. He vas a bold 
experimentalist. He vas sure not only of his themes but alse 
of the taste of his audiences. In addition, he showed the 
best methods of managing a professional troupe by shrinking 
the distance between the proprietor and actor. Wie wes liter- 
ally a tmitramandalit- a family of friends and it included 
some of the gifted and experienced artists like Mitrarachar, 
Sectharamarao, Chinnappa, and Ballary Lalita. Artists of this 
troupe defied the common notion backed with noticeable facts~ 
that it ia the second nature of an artist to ‘hop from trause 
to troupe' ail the lifelong. It was indeed a great blow to 
the modem professional theatre, that Hirannayya,anr enthusi- 
astic od intelligent playwright and a gifted actor died a 
premature death bringing down the curtain on the glorious 


career of a good troupe. 


The professional theatre of Mysore that sprowsed in 
1880 nursed and nourisned by the patronising palac;, steadily 
developed with hundreds of troupes some of which were strong 


and sustaining while others, too feeble to bear th: weight 
1 AN.Krishnarao: Karnataxada Kalavidaru~ II. p.127- 
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of the times yet, they all strove ts keep the theatre going 
each trying on experiment to rejuveiate it, and contributing 
for its popularity. the well established tisupes vent ont te 
differeat regions o1 other languages as the ambaagsadcrs of 
the arts and culture of Karnecak md earned respect for the 
Kannada land. Mysore produced some of the most outommeding 
actors and troupes in South India vho reled the theataical 
world of the South for almost four decades from the besinniag 
of the 20th century. There was a set back to the Mysore Lheatre 
starting from the 193Gc owing to untimely death of some of the 
yoteran nctors on the one hand md also owing to the tiversion 
provided by the talkeny films. Host of lhe vromising trou es 
went out of existence by 1945 with the countable axce tiosis 
Lite the Gubbi'se evyon that a shadow of the original z:cstance- 
and ‘Sahitya Samrajya Natoka Mendali' of Subbayya Naija. Even 
fare these troupes like those in Nortn Kevratak{visibly stragsling 
through the years and yet, ecyen today wery village in Nysore 
has perhons a dramatic troupe; even to-day new troupe: spring 
up to their feet only to collapse tomorrow. From the #x.@ting 
relics of the great troupes of theatrical art nothing ouch Gan 
be expected but 3% is admirable that they have stall clung to 


the stage keeping the cendle burning. 


South Comaras The coastal home of Yakshagena, which ‘wilt 


a formidable folk theatre, strange enough, dces rot seen to 

have made an equal o7 ot least any tangible contribution towards 
puilding its owl professionel theatre. Obviously, the scostal 
village vas satisfice with its Yakshagana and the citr, with 


the performances of the visiting troupes from North Ksrnatak 


uw 
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and Mysoree This doeec not netate the fruit of the erforts 

made by enthusiastic artists like Naravane Setti anc Ramayra 
Adapa who etartec their own profescional troupes. 'Ranoraiesn- 
vari Nataka NMendeli' of Remayyu Aljapa (started in 1°15) in 
particular, came to be know for its performances 0: 'rabha- 
vati Darbar', ‘Sadareme', end 'Yuvati Vijaya'- pleys borrowed 
from the visitins Gubba company of Bysore and Shiraratli 
Venkoba Rao's troupe of North Karnaltak. Varadachar also 
visited the coastal tovns frequcntiy. ‘Success oi tre visitans 
troupes tempted every professional troupe of Karnate 69 visit 
the coastal tract; and the coast itself much relishei the 
performances of Garud Sadashivarac, Mohamad Peer an¢ K.Wirsnne- 


yya and invited then frequently. 


The only excepticn to the otherwise sorry and short 
lived trofpes of the coast was 'Sri Amba Prasadita Rrrmatex 
Nateks Mendali' (1920-71940) of M.Rangsenotha Bhatta which - 
frequently toured in diffcrent parts cf the Kennada Land 
including Mysore and Yorth Karnatak. By the year 19%), the 
Mendali had become a competent vival of the wel eet blisked 
troupes in other parts of Karnatak with its imposing perfor~ 
mances of the aythological plays iske 'Dhruvya’ and '-lariscnan- 
dra', Wistorical ones like 'Ajanmakumari! and 'Sinhasade'! and 
the povular social plays like 'Rayara Sose' and 'Nignua Mahime’. 
Published reviews of his ploeys hail them for natural settings, 
strikingly appropriate costumes reflecting on the tines of the 


ANION Crt » < 
thenes and the magnificent acting of Reasepen Bhatia’ 


— 


1K QKS METAYS SKN Oo Gm SoG emegvy wud nea? 
pot SFO MOY. CHE ASdEweyay Gis ile <7 
Seek osow Bod udldoa* AHEAD x” 
tor, TW 2 ao. Hes BET 
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Sri Bhattea with his imposing stage personality and thunder 
ous bub obedient ‘voice’ vlayed the leading roles with great 
anpression. he mastcerpiece of the wroupe vas ‘Ra ara Sere! 
' Konnada version of the Marathi play~ Pentachi Soc} in 
which Hongenatha Shetta vlayed the doctor hero wit? a mastery 
nm the portrayal of mixed cmotions. Karnatak respected hig 


talents and honoured him with zreverds and titles lake ’ Abhi-~ 


oh 


naya Bhushana' and iNetyakeia Vashareda't’. The presentation 
ef the play was said to be snaxrt and polished in eaite of 
tong soliloquies and the secasional untinely dropping of 
the curtains’ Disbending his troupe early in 19498, Rangs- 
netha Bhatta soucht a settled Life in Mangalore. Many on 
cther professional troupe came up in the coact the scrominent 
cf yvhich mre 'Mansnohana Netaka Mendali', ‘Panchalisgeshwara 
Mateka Mendeli* and 'Rajgrajeshwari Mataka Mendali’ bet they 


catered only to the needs of the coast without crossings its 


porders unlike the ambaprasadita Aandali of Renganatha Eratta. 


Bellary: Bellary had for a long time preserved the tradi~ 
tions of the folk theatre with its 'Togalu_ Bombe? (caloured 
image),'Sogtrada Bombe'(fhe marionet) and Doddeta, she popular 
f2lk show. Prominent professional trounes of North Karmnotak 


and Mysore paid Ircqaent viewts to Bellary from 1888s and 


] Sringeri the noted religious Seat honoure@ him with the 
title 'Hatye talevisharada in Dec.,1929, presenting an 
address which said 


Mes Kps Soy Sabkey KRUHsy , CIE Ay WSS, Fo 
Syd HoH dy KIS WHTSSY, Soamaga dot dnewoss 


= 


@ tKoio'-TII-i0. 5.368. 
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im later years it became almost a fashion vith every troupe 
he 
to think of Bellary and Nengalore districts as the land of 


their prosperity. 


Bellary devcloped its own professional stage though 
mainly with Telueu pleys- from early 1680s after Sri. BD. 
Kristnamacherlu sterted writing pdays. Rellary ha- remained 
the home of 9 number of influential playwrights lite %. 
Srinivesrao, D.Gopalacharlu, O.Hanumantha Gouda, Taroangel 
Raje Rao, Balkunéi Chalu Shgstri, Subba Shastri and J. Dodda- 
nagovda. A number of professional troupes also sprenc: un 
parbiculerly from 1890 onwards with a Eeen rivalry in towns 
end also villages like Hanagana Halli, Nampesagar, “ottur, 
Movaba, Ka@libeil, Singeri, Alur and Rayadure.! If looked 
as if there was no yvillese mor tow without a dremetic trouce 
in at, but it could not be that they were all ‘nrcfessional 
in the correct sensc of the word. There were exceptions how- 

that bras 
ever, like "Saraswati Natalia Sabha, started in 1912 at Koktur 
(by Jagateru Veerabradrappa) ce Hoaees in important centres 
like Hubli, Dharwer and Belgaum,’ 'Basaveshwara satura Menda- 
ait of Harapeamahalli that touréd the Kennada countr: in 1928 
gtasing Impressive plays like 'Hemaraddi Mallamma’, 'Chitra- 
ngadat, 'Kurukshetra', and 'Sati Ssvitri’; md alsc 'Maruth 


Nataka Company’ of élurs It vas essevtially during the "months 


1 Phe protessional troupe of Hirexal is said to be the 
carlicst in Bellary. £t egrmmed a good name and miit 
a play~house in the village as a standing monument of 
the theatrical art of the village. 


2 'Kalat; Proceedings of the 3rd Drama Conference, Bellary, 
1951: pee 162-1766 


3 Ibid. p.164. 
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of Leisure! that many of the troupes functioned ard on sueh 
occapions each troupe tried to collect good artisis on 


'¥ixed remunerativonse for the season’. 


Apart from the enthusiastic service of 1ts ,2ofess~ 
ionel troupes to the theatrical axt, Bellary chaapéoned 
the cause of the theatre bry conducting Drama Festivals and 
Conferences. the credit of sach efforts goes to the village 
dJoladarashi vhich conyened the first Conference in 1948, 
under the precida.tship of Garvd Sndashivarao, the second 
in 7950 vith #.Nasendra Rao in the Chair and the taird in 
1952 with A.N.Erishna Rao presiding over. The Cmmferences 
ained at bringing together every playwright, actor and pro- 
prietor to discuss the probleme and tuture of the «heatre 
and contemplate metnods of nreserving and revitalieing it. 
jolnduedant is vorthy of being emulated in this re-ard - 
becauce of its tireless and inspiring work to bring the 


proressional theatre to its feet again. 


Wigan Rarnateales The frequently visiting proresa: ancl 
trovpes of Maharastra seem to be entirely responsiztie in 
inspiring the Eenmiade speaking areas of Nizan Kamtel ts 
staging plays in Xennada and later, to building up oro 
fessional troupes. The eerly perforaances were anaual 
omatcur affairs es on the occasions like Ganeshotsava 

and Shiveji Jayanti. The first decade of the 20th embury 


saw the springing of professional troupes, the promnent 


' 


244 

T ona Devadurra.” These trouneg 
shu 

toured abous in inportant centres of /Nizam Karmaber and 


of which came frou Kalburgi 


inspired Bidar, Rarchur and Koppal to have their o-m >ord- 
fessional groups. They staged mostly mythological vlays with 


‘an over-emphasis on costumes ond affected acting'’~ and 


5 


tione of then adventured on the other narts of Yurnatce. It 
may be said however, chet lia sam Hormata’: -rovided =o the 
prosdssional theatve, two of its oulslanding are’vects and 
gavents in Shirghavel Venkobarao and Garud Sadashi™aras, 
both of vuhom cane from Zoppals; and both of them paid fre~ 
quent visiis to jii.zom Kernatak with their troupes. 

This brief curvey of the careers of some of ine 
=opresentative orefessional troupes of Karnetak sur zegia 
shat therr gtory covers a ssan of ebout eighty years vith 


Shree distinct stages: 


1) 1875 to 1900: The age of experiment and ¢ etadlish- 
Ment. 


2) 1900 to about 1340: The Golden age of talent 
and orosperity. 


= 3) 1940 onvarde: The period of competition ard decline. 


Duzing the first scriod of about twenty-five yeers 
the professional troupes both in Nerth Xamat-k anc Mrsore 
seen to have striven to establish thenselvea on fimm foot- 


ings ageinst odds of different neture, shaving tharsalves 


1 'Shivasute Prasadita Mandali' of Kalburgi provited the 
first opportunity to Garud to appear on the state. 
Kannada Stage Centenary. Vol. I~ p.74. 


2 *# Phe Devadurca vroure vas the most popular draratie 
company ull over the - :-chv uwisam area with it: imposing 
showmanshin of mythologicol plays'. Mudavidu Krishnnoseo. 
Jayakamietalt: XJI. 11. pp.154-55, 


au 


at 
all the while with aa aim of providing 'professiona_ enter- 
taimient' to variegated tastes, The second neriod -itnessec 
the full growth of the institution of the theatrica. art 
with its influence pemetrating into the go1l of neirhbouring 
regions. 1b was during this veriod that many of the nost 
outstanding playwrights, actors and producers of Karnatak 
contributed their mite to the theatre. The grand gaiaxy of 
artists included Garud Sadashivarao, Vanamareo Master, hundi- 
gnur Siddhearemapps, Basavaraja Mansur, Gangubaa Gulcdsid snd 
others in North kametek, Rengenatha Bhatta and x. Seetnarams 
Shastri in the coastal tract, £.Reghavachari md Vatian 
Shemarao in Bellary and N.Subbenna, Varadachar, Veeramna, 
Mohanmad Peer, M.V.Rejamma, Hirannayya and others in Mysore. 
fhe artists heightened the reputation of the resvective — 
troupes end propriccers like Veeranna and Mallevpa cent 
fabalous amounts of money in the interest of making the ver~ 
formance most impressive. Professional theatre durin: thas 
golden age, dictated forms and fashions, and moulded the 
peoples! tastes even from the pedestal of its mytholacical 
plays. It was cbvicusly the brightest period in the career 
of the professionel stage. During the third phase of its 
carcer after 1930, the professional trounes hed to face 2 
sudden ond dangerous change in the tastc of the peor_e owirg 
to the talking film that made its inroad into even tae villa 
Ses. Soon the city play hovses sot converted into filn- 
housese The ney born oneteur theatre diverted the educated 
section of the people from the professional stage. The 
Latter’s loss was comolete when sifted stage artists lake 


Nagendraras, l.i.N-Simha, Handignur Siddharamappa, M.V.Reajamma 
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G. Ramachandra Shastxi and scores of others sacrificed the 
wtage for careers in the film. Veerannse had become essen 
tially filmeminded. Peer seemed for some tine the miy flow 
cf the theatre bub with bis untimely death, the steve lost 
much of its hopes. Several troupes became alive to the creat 
chanse in the people'a teste and saw their future 12 “aking 
anends and adjustments to serve the changed Lastes. Sone of 
then eagerly tods to social themes md cut short the d-ration 
of their performances to four hours. The troupes of Veeranne, 
of Subbiah Neidu, of Enigi Baleppa,of Uirannayya onl cthera 
survived only as they compromised with the changed ‘tastes. 
Many another troupe logged behind the times, Lost ic9 mosrings 
end force. The trend was towards new themes and nes technicue, 
towards quick ond cheop entertainment which either che film 


ox the smoteur stage could give. 


TAENES AND PUAYGALGITS: 


es 


turing the eighty years of 1ts career, the vrofezsionel 
giage @iscovered a numbcr of playwrights to auosly stageshbe 
material, bat ont of then only e few secn to be orirvunczl ond 
creative. The thenrtre boelag professional, the vilaywri shh could 
mot be totally indafterent to the people's taste. A-ars From 
making adequate provision for acting, music, tronsfer-scencs 
and total Sueesuaaon: Lhe writer had to remember thei the play 
hed to confine to an acting space of a limited time and that 
it had to avoid multiplicity of characters and subsidiary 
incidents in the mterest of the unity of imurcssion. Unlike 
the novelist or the soet, the playwright wes bound @w by 


several conditions which made Berard Show soeal out for all 
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playurights: "I do not select my methods; they are 
imposed wpon me by a hundred considerations; by the 
physical considerations of the theatrical reasve~ 

‘ sentation... by the economics of theatrical eomerce, 


by the nature ond limits of the art of acting, by 


& 


the capacity of the spectators for understancing 


what whey sec and heer ond by the accidental circus- 


4 


Stences of the particular production in hand.” It 


is time that thesc coasiderabions came to be seriously con- 
sidered only in the present century; but cven in the betinning 
of the career of the theatre, the conditione and considers- 
tions could not be totally ignored theugh not much receded to, 
AS a matter of fact there was no critical taste in the qudi-~ 
ence and it had only to be created by the playwright. Plays 
thenselves could uot have been classicsl in nature and iofty 


in literary merit eid theatrical wm nature if the writer 
o 


had to serve the undepmmdeble opinion of the audienoe.* 

in ay case the playuright had first to be sure of his theme; 
a theme that would ‘serve all tastes’. He unhesitatingly hit 
upon the mythological trenes dravn from the epics and romantic 
Legend, which had trenendous vitality to held the audience 


because of the portrayal of the triumph of the good aver the 
| George Bernard Shaw in 'New York Times- quoted by A.%icoll. 
The Theory of Drana. 0.33. 
2 The words of K.So0imarao bear considerable meaning in thie 
regard: 
« MHIK FIA PVG SH DOGS wh Desay Sg SSE y, 
Fada y ress eos Sz, 0H 3 Wow CAMS eT CN v 
WCONTSY “HAGA VASSY KU GHG HY Moseoy acy 
AKEAYS, LTA SAT @saqso avy fe sin ty ofned 
okne gy worn PUWYTS . BROOK vy @MOS Desa 2ncrt 
SHSASED EY SNC Yon, STS, M40 ¢ V8” 
Eye. MSECT LOY) » KALA He + sen J Afo 
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evil md elements of devotion (Bhaktl) and@ moralatr (Neeti}. 
In the last decade of the 19th century, it vas not considered 
a befitting theme~« a theme uround a problem thet i= gereral 
Loeday and exceptional tomerroyv and so, the playwrights wrote 
on themes "“vhich were tichly symbolic of an eternal and ail 
poverful force"; and only the epics could supply them. | thus, 
the profesgional troupe began to present in appropriate ~ 
scenes, settings, stage devices and intelligent spaken word- 


the same theme that Yakshagana presented in colour,costumes, 


Gance and music. the epical theme seemed to hold the stage 


forever. 


y 


Prominent gnonug the playwrights who wrote opioinal 
plays based on pnuruaLe themes for the stage and who setively 
associated theuselves with vrofesszonal troupes are Shanta~ 
kavi (Sakkeri Balecharya), Gorud Sadashivarac, Mandagal <- 
Renemantherac in North Rarmetek and Bellave Narvhari Shaetri, 


Nenyangud Srikenta Sastri and B.Puttasvamiai in My sere. 


Shanlakavi wrote essentially for the 'tritacura 
Noataka Mandali' of Gadag and Tater for the ‘Nargund Dremctic 
Trovpe'. He mentions of nire plays- all on pavranie themes~ 
as to have been stagcd ty the former troupe and 'foer or 
1 Onhamt 9d belong. 7 
. VeAh ° oft Whheh 
fc Prratim ¢ ANA fg Wi 
Sig Rol fatter 2B end oe 


“& CO nx she eee Hosasn Hye 
WHAM LSS SIT BETE BS, Somat Fh GA) 
ATS Se------- + ASKS Koh Howes coe S 
HHVIAs Sysaa SS, HICKS )e.Sy sired) a Lod : 
ees MAY WKoul se Sd HH...” 
ISAS SiSE TL Hye 2-¥. 
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fivet by the latter. | Sbey seem to be vitalised stage 
versions of 'Bhagnvatera ata’ devoid of the latter's dance. 
fhey provided consiccrablc theatrical sespe and contained 


humour, though oddly cnough like the Senapati of Ushaharane 


mixing up Urdu words in his talk, or Nekghatranala, i chetd 
of Chondravali (Chandraveli Charitre) mixing up English words 


Like “warrant® and “act strate’. © 


Hie plays were rsecived 
with great enthusiasa FF poth iihe: city end village and they 
sustained on the stage for ever twenty years after trey were 
WELttEN . 

Youlemnacharye Agalasatti (Srinivasa Kavi) wrote plays 
for the Usisigi Dramatic Troupe on mythological theses like 
'Shrimati Parinayea'’, ‘Usdelasa farinaya’, ‘Draupadi Tastra- 


peharena’ ead tBhammasura Vadba'.” 


Gord Sadashiverco and Zandagol Hanumantharas may not 
Claim ercdit for ortgical thenes of atage playa but ther did sive 
. ‘very original touches to the prevailing Pauramic themes and 
made them sustain for decades. ‘Paduka Pattabhisheka ,' Sudaae— 
deva', ‘Salrendhrec’ snd 'Zemcavadha’ written by Gared may ve 
cited ag some of the nest attractive stage playa of North 
Komoteke Coushed an dient tied language. .. 


nae tll eed eaeecciamaba iat 


7 Ushahorana, Srivyela Sutva Parikshe, Vatsalaharana, funto~ 
pagunda Vadba, Kicnekavadhe, Sudhanva Vadha, Seetaranys 
Pravesha, Shakuntelopathyans and Chandravali Charizre 
were staged by the Tritapura Mendali. Seetaswayanvara, 
Kolosuray Mayuradhvaja and Pratepa were written far the 
Nargand Conpanry. Shantakavizs ‘Netaka 'Prabhata-monvhisy. 
March, 1919. pre7 & Os 

2 SURKY SY WY YS 25098; ENS bso Br tS? and Ayr ots 8) 
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Of these, the manuscrint of the play 'Bhaamacuravadhe' vas 


exhibited at the first Toama Conference presided over by 
f,Rachavacharl in Dharver in Dec.,1929. 


A 


aA7 


repicte with appropriate bemour! 


and providing conadderable 
goope Zor the dvauatic scenes, the plays were staged both by 
Gorud?s troupe and others. Haenumentharas Kondagal ormid ~ 
partiqilar attention to ‘characterisation’ andspart from hia 
own Groupe, many an other wrofeasLonal company of Nerth 
Yamatbtes otesed his 'Akshayanbara’, 'hankadahena’, 'Sanasica 
Shima’, Mumikshetrat and 'Chitrangada'. 

Phe most prominent of the playwrights whe wrete for 
the professional stage of Myeore is Bellave Narghari Sheatri 
who was Gloocly asebtiated vith the Gubbl Company ara sf 
vhon B.P,Rice uxote as early ao in 1921 as ‘ona of the moat 
prolific drauntac eathora? .* He is seid to have for his 
excdit about forty ful. length stage pleye.’ Possikly every 
one of them is staged for they vere written specially for 
Veevanma ond some of them like ‘Krishne Leela (1919), fanz 
Goxyobhaare! (1922) and ‘Mazkendeya’ (1932) held the stage for 
yeare at lencth ond rennin populer to this day. Sevecal - 
chorecteriatics have cowbribnted to the quiccess of bus plays 
dike a very obbractive a oF the plot, fully xloesomed 
characterisation, dignificd language, well balanced aropor- 


tion of meueie ond humour md witty end imaginative a: slegues.* 


124 is edd cnough that the Court wrestlers of Kamsa- 


'Mustika and Chanwra’ carry on their converention in Urdu- 
2n the play Kemsa Yatlhas 


2 BoPe Rice: History of Kanarege Literature. (Herltace of India 


Series) p. 100. 
3 Konnedia Stee Uentenary Vol.I. p.123. 
G SEToH> OTS 0h Koto Gore Xo) 
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Béllayve retained the traditional aethods of play-presentation 
but made then highiy relished with new techniques ard stare 
devi.ceds! She undex curcent of 'Bhektit traceable im hia 
ploys added lustre ts thea and charmed their audiences. He 
devietcd fron the o1d plays which hed "95 ver cent cf auste 
and 5 per cont of spoken prose and set new fashlonm to the 
weiters fox the stacc. He remained faithZul to the certholo- 
gieol thence tut was brilliant in resroducing their snades 
with colour ond acaning end in providing scope for edfective 
showmanship: Tt was a happy comincidente fer the benafin of 
the professional stance of “Nysere that Bellayve had the dabbd 
Company to produce his plays end the Gubbis bad Ballave to 


write for then. 


Another simiiar happy combinetion that brougat about 
fsuitiul results on the professional stage of Mysore wos 
Nanienncud Srikents Soaotri, a stholamplaywrisht and A.¥. 
Varadachar the srech actoreproducer. A well lmown scholar in 
Senskvit ond folugu, Sxrikenta Shastri made a prolifie contr- 
bation to the dramatic literature by hia translations of jays °F 
VYoeresha Tingen Pentulu end dei ial stage-nlays. 
'Kenettalata Parinaya’ end 'Wilottamet are his originel crea~ 
tions out of theBuraate lore. Some of the other plaia like 


'Secto Suayanveara', ‘Achigiene Pradhona’, tSeeta larityaga’ 


=e. 


4 He made the opening scene of every play of bia very 
gorscoug in order to arrest the audients. The tralation 
of getting some God on the eatagze to bleas the play wan 
neinteained by Eallayve but as in Krishnaleela, he nade 
it very artictic. As the curtain went up, the spectator 
uould behold all. the ‘Devas! praying to Vishnu estresting 
him to cradicate the evil snd the Lord would bles then 
tO suecesse. 

2 Bellave Naraham Shaetzi: Stase Centenary Yol. T. 3.37. 


Pag 
(theses drawn from the eple Ramayans), ‘Rajasovya Yaga‘, 
Wijeyabhyudayat (draw: 2roa Vishnu purana), ‘Dhruva Vijay! 

and *Fishnu Leele! (dvawi from Vishnu Purens) sre based on 

the traditional dranatic enlsodese and have remained sopular 

on the Mysore otage. Reflecting at every step on bis deep 
iearming and discemins oye Yor detalls, pleys of Srikanta 
Shastri became tennolling' in opite of their split irte eight 
oy plore BCtSs Tt La trne that come times the nain thane got 
disturbed and diffuced ty prominence given to detaiie. | It 

was the sethod of shoving the matimun for the relish of the 
eudieucs though at the cost of the Unity of Impreeuim. Yer 

his pleys remained Ereat successes on the stage ud Voradechar 
aiso vas in alorge measure responsible for their gucassses with 


his brilliant showmanship. 


A wumber of others contributed original plays on Pauranie 
themes tindvalteela Vijaya Netekean' of Mysore SeethaT? revic 
Shastri, 'Shrimati Parinaya' ox Alagingachar, ‘Nala Demayanti' 
of Kerur Vaoudeyachar, ‘Mandoderl'! and ‘Nachiketa't of C.K. 
VYeukataramiah are some which added colour ond disnity to 
the profesglonnl stage of Kernatak. EePuttasvasiah, s 
contemporary playwracht wlth his lngenuous methed of _ntusing 
moder thougkt inte paurunic thence wrote for Peer and Yeeranna, 
imposing plays Like iKurutonetra’ and ‘Sati Tulaesit, which are 


essentially thentricol dike those of C.K.Venkataragiak, 


el 


1 *Rajasooya Yaga’ nortrayed all the ten ‘svatere' in detail 
in the context wacn Dharmaraje praised Krishna ae seat 
eminently cuited for tAgrepoojat. In *Vijayabhyudara’,the 
entire gtory of the ‘Digvijeyat of Arjuna is portrayed at 
full Rength including even the episode of 'Drsupedi VYastyre- 
cea though, Strictly, the episode has ao place in the 

ays 
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SHEMES BRON BU STORZ: 
The Ramatek theatre seens to have depended almost 
catirely on the Pasrenic thenes for about three deésdes for 
its conoolidation ond firm foundation with perhaps an s¢6ne 
sional exception. Bit after the partition of Bengal in 1905 
whieh gave a chake up to the conselence of the country, ~ 
Sarnatel: elso aeens to have suddenly gvakencd to thre sloyy 
of its history, = narticulagrly to the great pa'sh of Visdeavo- 
nagara and the patriotian ef nany a savant who baret out to 
brealt the shackles uf bondege or slavery. Yet the profession~ 
ad theatre 9 hr to move slowly for it was etill not aire of 
the jtaste of its audienees?. Ag the fret experiments in 
hi sterieal themes, ~vofesviongl troupes brought on the otage 
plate weitten on the lives of Saint poeta, for these plays 
contained both pauraaic and higtorical glesenta. The aingle~ 
noos of a Lofty eal parpode, @ determination to deatroy the 
CvVL2 ond 'Marat in order to attain the sublime and an under 
urvent of 'Bhaktit made the plays Like ‘Sant Tukaran’.~- 
‘Tulsidos’ and *hanedas’ highly popular. ‘Sharana Basova' 


'Vablrdags?t of Gapnd ond iSemt Sakhubai' of Vary nctres 


8 
ch 


Master geome to hold the shage oF Norbh Karnetck. 'Heasreddt 
Melicanmn’ of Balleve ond *"Gowsanea Buddha’ and 'Akka Mahodeyi: 
weitten by rattatvemiah drew crowded houses in Mysere State. 
Though Higtorical in setiings, these plays were esgentialiy 
gevotional in spir.t and veaalned smi-nythologics] in their 
import. They occupied on enueal place along with those on the 


Beurmie themes by 20a. 
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Moscly after 1920, many a play built sround vatriots 
whe gacriziced thenseives for the aske of the sountry cade 
its advent on the stagc. Themeg connected with patréotic - 
activities dike the establishment of Vijaysnazara ari other 
dvamatic episodes arising out of the patriot's Eisht actainst 
the foreign inveder prompted plays like ‘Rajabhairti’, | 
'Hariatals Sanrajyo"™, ‘Swank Niste' end ‘Tejaswink’ uhich 
vere staced Ty the Gubbi Company. These and *Eechemeriayakn' 
written and gsoaged oy Garud Sadashivarad, 'Sheaha Shigaji'! 
end *Tippn Sultan! staged by the Ralgeri Netaka Handali om 
be cited as exetples of catering to the new tastes. ‘lmort 
ali the prominent professionel troupes staged the patriotic 
plays dike 'Rittur Chonnemma!l, 'Belavedi Mailaana’, Kittur 
Rudranbet and *Sancolli Ruyanna’. Phese plays threy floods 
of Light on the patraotle heroes and heroines of Foraatalk 
ana shook up the peeple to setion sageinst the alien cule. 
felling epissaécs frou the history of Mysore were reeteeted 
in all their grandeur and dignity by 'Samsa' whose ’ignads 
Vikranavayat, 'Retua Siahasenat and *Suguna Gambheersg', could 
wel suit the stage if ever seriously attempted by the oro- 
fessienel troupe. 'Shahajahad' a Kannada rendering sy 2. 
Puttacvaniah of Deijendralal Royts Bengsli rliay af the sane 


mome made a mark gt the hends of Peer end HL N. Simhs. 


kere 


4 ‘Rejabhskti' is a tromslation of the Mar:thi slay ~ 
tRekehaol Mahatvekankshets A review of the play ca 
staged by the Gubsl Comvany praises its internal worth 
- and prodaction values. (Rengabhoors . Nove,1929. ~ped7~34. 
/play- 2 A review highly appreciates this/fecea in imposing histo~ 
vical scttings of Vijayenagar, for able shownansh}o and 
a8 0 Grend Geviatson from the thackneyed’ yoaurani¢c themes 
‘with their usual irritating songs and unworthy reflectionr 
on woment; (Ranaebhoond. Feb.,1931. p. 124). 
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q Chandragupta * of 4.8; Chaudeppn, a Kannada render~ 
ing of the Bengali origins] did stand to « grand stature, 
vaen it vas staged iy M.Veerabhadrayya's trouve in “yasre. 
Quite a number of playa iike Chatrane th Shivaji', and 'Y¥sao- 
dhara’ of Masti, ‘Meyurn' of Devudli, ‘Vidyaranya Vijaya't of 
Tt VeGundappa, 'Raktazshi’ of E.¥.Puttappa came in the line 


deserving full consideration from professional trou ea. 


the historical theme brought about a necessrry change 
in the showmenehip of vlays apart from providing secne for the 
#irgt tine to the arement of ‘the playwright. It boumd the 
produgtion with a Gefined type of settings, costumes and 
presentation that Looked very different fron the pevrantie 
play, mt decidedly nore neturol. Stage songs grodually made 
way Lox converastion ang draaatic action; symboliss of the 
Pazrenie play made way to material eugsestion, end pure 
entertainments to calculated education. in spite of the cad 
battle semes aid ‘humorous’? var pictures of the historical 
play, it became wore seceptoble for it led the way tawards 
the neural end rcallistic. Ii replated the mytholosi :al play 
as the exclusive occupant of the stage md provided sonething 
new end substantieil.s Imaginative artigts like Garud and ferr 
recreated historical herces for both entertainment aad inspi- 
ration of the country. Unlike the Pauranic play, the histo 
riecal onca come with a specific purpose and hit a middle max. 
4n the nareb of the thene froa the Paurmic to the seectial 
both frou the points of literery content and methods of 


showmariahia. 


SOGT My THEMES ¢ 
ur ctoge is overtiowing with Gods and Goddesses 
ead kings and quecna; it is high time we cave them 
some rest an@ discovered the God in mem* declared 
Navindrenath Chat tepadhy ara in 1930. ! But even from eerlier 
times there wes a growing unrest townrds the mythological plays 
‘where the heroog of the cpics performed the game old tricks - 
over egain’ with Fempant music end O& gtagy intonation that 
missed ‘the suppleness and changing rhythas'of the sneech of 
Life. Still the theatse vas instinct vith life and hundreds 
of people dram from 211 clasees flocked to it mainly ‘owing 
to the grest merit of the actor rather than the themc’ aceard- 
ing to the erltie.” A demand went up for tintelieetunal' plays 
as controsted with the physical performance’ of mythslegical 
thenes. It was cyidentiy a Genuend of the intellingentin, 
but ic was a demand eli the sane, the outcome of a new age 
iafluenced by weabsrn eduention, the patriotic movement in 
the courtry and the g.sowing angtour theatres the demand hed 
to be met by the orofeasional/for the sake of survival. It 
was neb to be o question of coupaahe replacement of the 
ty thologiesl, but one of finding place for something 4ifferent, 
gonelhing more intimate ond something earthly ou the ertage, 
7 Presidential ‘goecch in the ‘Andhra Natakea varishat'. Kala- 
Sepee,1931. pe iO7- 
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obvioucly along with the mythological and historicak whith 


had become monotonougly static. 


The advent of social chanea had already beaa inaudu~ 
rated ecu aees fron Sanskrit of 'Mrlechakeatik:s' in the 
least decade of the 19th century. Srikemta Shestri raat tranele- 
ted a number of pleys of Veercsha Lingem Pantuln frem Telugu. 
Bet it wes essewtinlly after 1926 onverds, the sogi:1 theme 
was taken up by proveesional troupes. Imaginative playwrights 
like Xerur Vesudevatiharya, Garud Sadashivarao, Iran. Shentappe, 
H.R eHuilgol, Honumantharao Eandgal, &.G-Herde and ochers of 
North Karnatak anc MeL. Grikantagowda, G.¥.lanaawami iyengar', 
HeietoSimha, KHivanneyvyc, danas Krishnamurthi in =ysore, 
urete out sociul plays which contained considerable dramatic 
element. They geiorally dealt with social evils anc nei- 
edjustaents like encqual marriage, tyranny of social customs, 
dangers of blind faith, artificiel education end the Like. 


The fixot orofcasional troupe that spect alired in 
popularising soclal thenes vita impressive ehowmanehis was the 
feaued ‘nlgeri Compeny' with 1ts versatile proprietar-actors 
podda Sobtappa/ deka Jettapoa. ‘Street, 'Bea.', 'erthani 
Sashat, 'Choiti Duniya’ ond ‘Black Market’ weroamong its 
popular plrvs that infused a spirit of patriotism and ained 
ab eradiention of social cvils and artificialities. ‘Mitra 


Mandeli! of K.liivemnayye tirelesadly staged long runs of 


{ &.V.Ramaswani Iyentar yas the playwrisht-provrieter of | 
Narnotaka Neteka Aendeli (1950-1957). 'Nivbhaeya Bhars't:! 
and Seasara Sera' dealing with the evils of dining od 
prostitution, vere the most porular of his 17 atare pls yas 
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soclal ploys Like ‘Nevadasi' end 'Makmal Topi! thet vlended 
for prohibition end ena gipation of vomen.  Gaeruéd's pere 
formances of 'Pacchattapa’ (Vishama Viveaha) and ‘Ssatye 
Sankatpa’ though in historical settings were essentially 
social in sulrit and implucations. Sven the Gubbi Company 
vhich had ite meingtay In mythological themes soon took un 
social plays like ‘iiisha Mehime’, 'Sahulsar' 'Zalachskre' 
end 'AGdadari' all lovking at exelal end pelatiesl adds and 
artificilelities fron the englie of humour. 'Ruyarn Sse’ of 
Anba Prasadita Nateka Mandali remained very popular om the 
professional stage. ‘Samsara Nauka’ staged by Peer proved 
that professional troupes could prosper entirely on social 
ploys themselves. Recently, though written on a co.itemporary 
episode of the tepical interest, Hunsur ‘rishnamurthi's 
"Pharma Retnakarat a biting parody repicte with ironical 
humour held the profeesional stese drawing crowded houses. 
Sinhsa's 'Abba Hudeeit a parody on the manners of ‘educated! 


girl wos also attemoted with succesa in Mysore. 


fhe social thease which is ‘intimately connected with 
the neoplie’ created new values and hrought about a revolution 
both in the writing for the otcge and methods of shownonahin. 
It negated the accepted belieS that the mytholors eer 
eould hold the profeasioncl stage; it temmered dowm the stage 
language tovards neturainesss it rationalised the mormer of 
acting; it replaced the otape muale with humour; 1% discorded 
the fabulous settings, scenery od the specbacular, and thus, 
gabered more to the mind than to the eya. In this senrae, the 


social play cane to be regardsd o8 more initelisetuel and 
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concerming in nature and more rational in preaentetion 
‘than the nyvhologicai end histerical. It is a fact hovever, 
that the social thenuc brought about a change in the outlook 
af pli~ of tho writer, of the netor and alsc the ay ectator. 
Very graduoliy, the stitinecs of the atage began tc make way 
for informality in talkimg and acting. The professionel stage 
essentially after the secend decede of the presmt century 
cane a step closer to the society by dealing with and dis- 
cussing its problems and evils. In this role; 11 came to be 
regarded first as tac educntor of the goeiety and then ites 


entertainer. ‘ 
/THE 
WPT 2O/ DRAMAS IS BT 
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RATIRE uF OTHun LANGUAGL.: 


Sonetrié: The profecslonal thentre vag a sudden reality in 
Karnatak inspireé bs the touring Marath] and Iarsi troupes. 
The urgont need of the theatre atter comin into beans wae for 
wiitable dramatic Literature. North Karmatek had prepared 
itscl?’ to on extent uo mect the qmergenoy mand Llts firat ~ 
troupe came into being after the plays themselves were written 
by Shantakavi. Hysorve was not prevared for the emergmey, and 
naturally, it kad to 2611 back in its initial stages on ihe 
veputed plays of other lancuages particulatiny of Sanekrit 


md English to keep its theatre-soing. 


There was nobwing unseemly in felling back cn cennesie 
drama. Varethl theatre vas emining both stability smd popu- 
Layity because of translations of Sanskrit plays by Rajvade, 
Erishniasastel Chipalunker, Lele and others. The Gourt theatre 


o£ Kornataz had the influcnce of Sanskrit drema ever in the 
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tines of Chidze Devaraja Wodeyat. One could be aire of the 
merit of the play with vegerd to its dromatie element, liter- 
avy merit and eaope for production. The popular taste would 
be voll perved as the theme of the Ssnakrit play was tiveri-« 
ably mythological. It had a beawtiful blending of powtry and 
proses providing for music and ecting.'’ sangieit arena - 
Locked ideal fron eli points of view rartiqailarly at the 


hour of need. 


Chemaraja Wodcyar, the King of Mysore according hy 
ingtructed the Learned Pocts of his Court te translate well 
tmown pnloys from Sencerit to Kennada. This yielded rbeh results 
$m thet almosé all the wold known Senckrlt plays were rendered 
into Kamada both by the Court poets and other learmmead puidite. 
A signifieent feature of ‘the fleet treneletion was that they 
were ‘entirely felthiul to their originals unlike '4itra 
Vinda Gevinda', Prominent enong 7 scholars who brought suce~- 
asefnl tranglobions ere Easayappa Shastri, Sogsaie Ayya Shastri, 
Gizi Bhebtera Tammayya, dayarayatharya, Dhonde Narasimha 
Mulbagel, fAgenvtenercyona Shegbriz, Shivashankare Shastri, 
Homjengsud Subba Shastri and Bevashikhanat Alasiugaeacharyve. 
whe Polece Company was placed una happy position 12 try- 
ing theatrical experiments ag it did not have to eater to the 
popnine taste ond thus, it staged come of these translations, 
the mosh eucceseiul of which were 'Kamnaia Shakuntala ' of 
Pasavenna Shastzl, 'Vilreworvashiya’ of ayyashastri, ‘Mriecha~- 
katiicnt of Nenjengud Subba Shactsi ond ‘Veni Sanhara’ of 
Jeyerayacharya. The exowple set ly the Pelace Company was 
folloved by Varadachar, whd staged with ercat suceesa 


) a 
1B Dd: Koo Eh ~My Ma! YS HAV-LSSI We aeyy 
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'Shakuntala' and 'Ratnavali'. From the inception of the 
modern theatre of Karmatak early in 1880s up to the snd of 
the 19th century approximately, plays drawn from Sanskrit 


originals seem to have held the stage- particularly in Mysore. 


Basavappa Shastri: mong the court poets who render2d 


Sanskrit plays into Kannada, Karl Basavappa Sastri o2cupies 
a unique position both with regard to the quality ani quanti- 
ty of his contributions. Gifted with great leaming and &™ 
poet's imagination, Basavappa Sastri seems to have nade a 
mark in composing a merited poetical work 'Erishnara, abhyu- 
dayat at the age of 18.! He was a gifted 'gamaki' cbviously 
capable of musical rendering of the classics. He 1s said to 
have contributed 28 literary compositions (17 in Kamada and 
11 in Sanskrit) and his rendering of 'Shakuntala', '¥ikramo- 
rvasiya', 'Ratnavali', 'Uttararama Charite', 'Malati Madhava' 
and ‘Chanda Kaushika' are available. Of these, his rendering 
of 'Shakuntala' has been acclaimed by critics as the most 
faithful rendering of the inimitable Kalidaga.° Of the 
translations of 'Shakuntala' into several languages, the 
Kannada version of Shakuntala by Basavappa Shastri is hailed 


as the nearest to the original, revealing every subtlety of 
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R.Tata in 'Krishnasakti! of Udip1. Quoted by M.G.Nanjun- 
daradhya. Opecit. 115 


<a WP So OS v9 S “DK RS SE 99° R0So FB, 
Se a % FC 7 as 


259 


Ralidacd's imagination, feeling and expreasion. Tae cslase 
could naturally be proud of honouring him with the title 
fAbbinava Kalidasa’? for bis "rendering was an goo aa te be 
appreciated by Kalidesa hinsere?! Th@ Cours theaire of 
tysore staged Sastri?s renderings to the great religh and 


enjoyment of its LERAPECD cudion MICS 


Eecnuce of its mythological theme and unserrpassed 
prillience and subtiew iu tac development and portrayal 
of the grand drama, ‘Seiuntaln' has come to be traieslated 
into Kanunda ty a aumber of schclers~ ad to-day, there 
are as many os sevea different renderings 9f the jlay, 


including that of racavapve Sawtri. 


Ghuvenuri Sheshatirires wae obvieusly thre first 
in Karmetek to have tryaonslated ‘Sakuntals' (in 146%). 
intended it for the popular stage unlike Bassvapna Shastri. 
tikes vendoring in easy flowing homely prose mid lyrics set 
an obarming native tanes (Javedi, sung in the homes of Nerth 
Kemmatek) captured tha comcon people to whom it was meant. 
Churzmuri head every reeeon toe be proug of his transletion 
for tts faithfulness to the original. for ite simc-Le prose 
and Gharming pociry.* & Por some years there vase na hone 

in which woven did nos cing lyries from Churamuri‘s 

Shalkusttela nox a musical performance which 1d not 


03, 


have a eoupie of than it 19 strange eno.gh that 


it yao not Lusen up scziousiy by the prefessiaial trouvee 


iad 


? M.G.Nanjundaredhyas UpeClite De iif.< 
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3 Hudavidu ‘Eri chnarao~ introduction to the above version. 1934 
De t= 13. 
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txoupes of North Karnetak. 


Among the other versions of 'Shukuntala't, the one 
by BeRrismeppa is a vendering in proge ani of 8.Nerahart 
Shastri is more n adaptrbion thon « translation. H.krishne- 
rao, Shankara Shastri ond Baicraya Dixit heve alao rendered 
it into Eennaode. The success vt 'Shakuntala' when stagad by 
the Palnce Company brought forth wilde popularity ond tempted 
nony @ scholar-poet to rengéer every well know: Sanakrit olay 


into Koonada. 


fo gay thas almost every well know: play of every 
oreninent Sangkrils playwright has been vendered into Kannade 
would not be an cxargeration of the fact; for 'Swapnavasava- 
dstta’ end 'Pencheratrat of Bhasa, 'Mricehazatika! of Shudre- 
ka, all the three ~luys of Falidase,'Mudravakshaea' of Visha- 
Bhadatta, 'Retnavali’ of Hazcha, 'Uttararamacharite* of 
Bhavabliuti, *Veni sambare’ of DBhattanarayana, and ‘Vhanda 
Koushiza’ of Kghovesavers« are all rendered inte Eannad: sné 
each one of them hos heen differently rendered by two or 
more scholars, bet wot many of them haye ben strtec by the 
professional theutre, teeause, aftcr the succen anitcal 
denmd of the theatre var wet with te gcapted play: From 
Smuskeit, there wac c.sviolent time md talent for eresting 
original plays on Penvanic themes. After the demine of 
VareGachar and the dicsolution of) Ratnavels Theatrical 
Company, mo serious ableampt seus to have been made te bring 
on the ebage the Keincda versions ox Canskrit plays. Thev 
heave slill renained only im libyvaries aid jn the hands of 


students as testebusks rather than on the stage. 
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FROW/ ENGLISH DRAMACIU LITORATURE., 


Being satisficd with the trensiations and staging of 
‘Shakuntala’ ber the Talace Company, Kine Chamarajemdara - 
Wadeyar expressed a desire un 1882 that vell lmown clays fron 
other innguages and particularly from Mnglish be tranalated 
for the benetit ok uhe stage end jRennada dramatic Liternture. 
Inslioh Lenguage had alvendy made its impressive acvent an 
Karnateal: end Inglish litereture had come to be creseri bed 
for study and wee widely read. Learned qathusiagte like 
Ae Anondazac s CG. Subba Rao, Basevappa Shastri and Jo. arayachar 
oet to trandiete Shakespeare at the royal command. ¢.suabba 
Reo who vas commected with the Royal Sehool transieted ~ 
‘othelie’ eid completed 1% with the asslgtance of Emsoavappa 
Shastri uno nust have elven final touches to the vark. The 
transiation vas called *Surasena Cheritre’. A.Anarda Ras, 

a Forest Settlement Officer traislated ‘Romeo md Tuliet! 
(Renavamma Leclavati Cheritre}, . ‘Merchant ef Veniec’ 
(Pencheli Parineya) and tHemlet' assisted by Jayuresacharyn, 
a Learned poet of the royal court. The translations when 
gtagea by the Pelacc Company canc to be relished and set 


-lhe 
others to translatans plays LromjEinglish drametie i_tereture. 


Moi. Srikentasovde is one of the first and fsrenost 
to teomislate Shekcepeare. The beot knewn of his trae slations 
ere of "Macbeth? (Pratapa kudradeva) and ‘A Midsummer Tight's 
Yreean' (Prandlerjuniya). His atieapt to place the shenes in 
the native scttings met ulth conmiderable suceesa, but is 


necessarily made him devinte from the original in details. 
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fe gave popular loval nancs to his characters and employed 


‘J 


easy flowing simple Kenneda. Of hig renderings, Ffratan 


a 


Rudradeva' if better knowi od vag successfully attenpted 
by the Retnavall Theatrical Company of Varadachar. DY. 
Gundeppa's rendering of the cane play 'Macbeth’ nexrhana 
dees more justice to the origias) with its accuracy of 
ezpregcion in a@igmitied blank verge. It is hasled as 
giving a convincing and imtinate slimpse of ore 
it lg true, but no professional troupe made bold/attempt 
4% on the stege beeause of its being beyond the reach of 
the Ley end the rustic. 


Worning of the Skreu has been weli adantec try 
Relakehmena Rao as ‘Chandi Made Mardana Nataka' ac eleo 
by Parvatavani~ aS ‘Sabaddus Gondat. Both, seem ta f.stain 
uCLL 0&2 the stege and the laticr bas been often shacted not 
only by regular profeaaional troupes ‘diy = aes ne 
amateur ones. The prominent among the other rendering 
of Fuelish plays into Sarmada ore 'Birugali' an adastation 
of Shokespoare's Pennast by E.V.Futtappa, known for its 
poetical merit, beauty of expresgion and grandeur of inge~ 
ginetion thet hos meade it look om original clay rather than 
en adaptation, ‘Vickarane’ an adaptavion by Devida ca - 
‘telal of deaue’ of John MasTield, ‘Savina Sanasye' 3 render— 
dag of ifyiee is too much’? done by Venbar Yenkatacharya, 
'Sootsoda Bombe’ on cfieebive rendering of Ibsen's ta Doll's 
House! by §.G.Sheetei oid ‘Agadhabhooti' @ beautiful adaptea- 
ion by All.,Moorshires of Molier's ‘Tartuffe'. Not one of 


these plays wan telcc seriously ty the professional stege, fer, 
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in its opinion, though they had poetical worth end literary 


merit, they did not Lave seifficient theatrical strentth. 


In North Kornata’, Gunde Krishan Churamuri ssems to 
be the first to have translated Shakespeare. His rendering 
of Shakespeare's 't helle’ as 'Naghevendra Ree Nateka' (printed 
in 71885) is a broad adeptation rather then « true translation. 
lis effort to pus the alicn thence inte native settings is not 
fruitful and there ig no evidence of ita being staged by any 
proressional troupe of Kormatek. iater Gadisayya Hacehayya 
Hommeapurmath translated ‘famine of the Shrew' urider the title 
'trotilbe Natake'. Wie vac not a rendering straistht from the 


Iuglish brigimel but vas based on the Marathi veraior. by 


Prof, Kelkar of Powua which was staged by the ‘Hindu Union 
Club? o¢ Dhorver in about the year 1894-95. 'Dwesha -handara! 
on adaptation of Macbeth by Tamoahalli Anenturas did net serve 
the profeasignal stages Sheridan's iSchool for the Seendal' 
nened ‘Mohini! or 'Himdakarna Headayali' is better known for 
its rendering. orc poptlar Kannada versions of Shalessneari's 
pleya came from Kerur Vasudevacharya vhose rendering of 

"A Wid Sumer Sight's Dream" (Vasentayemini Swarna Cheantkara 
Nateka), MMerchant of Venice’ (Suratanagaroda Sreatij, | Romeo 
eed Juliet’ (Ranccha-Lelita) end foldemith's 'She Stoors to 
Conquer! (Pati Voohikarana) caught the imagination of the 
rending public rether than the theatre-goeres. Evidently no 
professional company cane forward to stege them, but ivery 
effort vas made to bring /. oe Teas om Lhe ameteuxr suase br 


‘Yasudova Amateurat of Bagolbot. 
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this breie® account would suggest that the cenderiruce 
of Imelish ploys cnricred the dramatic literature 57£ Aamatak 
rather then adding o Instre to its professional stage, The 
professional trouges did not take to them as dearly sa they 
did te the renderings of Sanskrit plays. The objeasion was 
obyicusly to the theac, which, though provided goo. entertain~ 
ment did not preaeh the morels ac the ones drawn from the 
epies dids nor did it come near the land's historr, nor 
oven did 2% réTicct on ag social evil or a problem sf inne- 
@iate concern. In the eye of the profenaicnal trou-es, the 
renderings of thiglink playe vere meant essentially for the 
educated who vould be satisfied with entertainment deveid 
OF ane Te penaeas t5 the available evidentes orly the 
Paleco Company snd later, the Retnavali Compemy stared the 
adaptationn of Shakespesre, particularly ‘Qanevarnc Leele- 
yeti’ (Romeo and Juliet} md Shurasena Charitre (Otkelio}. 
iver theirs was a tsid adventure considering the etendards 
of time , bit the wlays suetaincd beawtifully on the stage, 
esom@iially owing to the histrionic brilliance of a@kinent 
artists like ‘Certain Ramarao? and ‘A. ¥. Varadachar’. uther 
troupes declined to sige them on the stage. fhe adaotoitions 
however, justified thenselves on the smateur stase wingr to 
the initiative of trou cs lixc ‘fhe Amateur Dramatic Asao~ 
Clation’ and 'Chaye Artiste of Bangalore and ‘the Yasudev 
Ameteuss' o£ Bagalkot . 
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PROM/MARATHT DRAMATIC LISERATURE. 

£2 the professionnl theatwe of Myaere took shelter 
under the ‘anes of fenakelt dremn in the initisl eimges, the 
professional theatre of North Karnatak drew its resurces 
from the Marathi drenutié literature, and etthisiasts of the 
early 20th century almed ot bringing into Kannada every 
Marathi play of repwte. The Morathi slace itself hat not 
sacrificed efficiency and good standard te speed. Flaywrights 
like @adakari, Khadiiker, Kolkatkar and Deval with their 
prolific ond meritcd costributions placed the Marntai Theatre 
on a solid and lofty bed wock. Even in 1933, "It rewked next 
to the Bengali theatrer North Karmatok, without eny hesi- 
tation drey on the Marathi drama and tronelated alnsst/well 


imown ploy into Kamada. /every 


Gururao Roghavendre Monaiamiy of Dharwar set himael? 

eat the task pith a seal and trenslated a good number of 
Morath2 pleye for. the profecsional gtage. Mudavidu Jrishnoras, 
Garud Sadashivarss, Votnonavao Master, Subbarsao Aa@ebaddi, G.¢. 
Hegds end L.d.Bendrc, oteedily drew resourees fron the Morathi 
dramatic litermbure. G.%.Veerantma got four of the meat nonu- 
lox ploys ~ Héach Pyala (Sura tinhime), Rakshasi Mahatvakentk ate 
(Raj Bhekkta), Renadeadabhi (Karnatals Samrajye) end Shatrasati 
Shivaji (Sveni Niste)” tmomelatea by into Kannada aad adapted 


them for the Eomiada stage. 


1 &R.K.Yajnik: The Indicn Sheatre~ p.e95 


9 Kemneada Stage Centenary Yol.I. p.124. 
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Host of such edaptations into Karinada became extremely 
popular on the professional stage of North Karnatsk. People 
¥26 had seen the Marath! originals themselves, flocced again 
to witness the Kamada versions of then and were chvioualy 
satisfied for the latter were alwost the replies cf the - 
Hoarvathi originals with cimllar settings, costunes 4d stege 
songs. Rexmada versions of Ramarajya Viyorn' and ‘Reashast 
Nehatvakmksha’ staged by Garud, ‘fuvati Yijaya', 'Saubdhadra'. 
‘Mahananda aud ‘Indira staged by Shirshatti Venkeberae, 'Shahs 
Shivaji’, ‘Chatrapeti Janma'imd "Pippy Sultan’ stated by 
the Nolgerl Company, ‘Simhacha Chhave', ‘Dreupadi fastroharan', 
*'Vidyeharan', tMehononda! , 'Sans Seakhubei', '‘Bajirso Peshwe', 
'sengaya Eallol', 'Bhalzta Prahled' ond others staged by 
Vonanaras Master, tranisrebane’' staged by Servodaye Natya 
Sensha and *Pontach) Soon! ctaged by Amba Prasnditea Jatake 
Mendelie- held the professional stare for years at Length even 
£rém the last decade ef the 19th century. 


fm achieved magnificence of the Marathi etage is ite 
mugie and Kameatale uci. raptures over it. Worth Karnatak 
accepted the Marathi atege song as a model to copy. Vamenarac's 
tvoupe beeame well mow all over the region particularly 
becausd of its music ond; nethsd of portrayal,faithtul t- 
the Maxothi productions. AV. Varadachar deputed hir talented 
musicians like Sechagirivrao to Poone and Boabay to learn the 
Maraticl stage soness for the bonefit of the Mysore rudiences.' 


Cen ie Benet ta aaiad 


q Yo Gbtaransiah. Rangabhooai. Mays 1931 . De 180 e 


FO7 
TELUGU, Aber coming into being iq late 1480s, the professional 
theatre of Andhra steadily halls up ita dramctic Litexeture 
contxibutcd by D.Krishnonachariu, DsGopalacharlu, Gurwjada 
Appareo', Kundsurx Veerecha Lingan Pantulu, Veddadi SuFbarsyaln, 
Yedoa Verikkataraya Sastri ond others, Sese of their rerpresen- 
tjotive plays, particilasly of Vesresha Lingem Pantulu were 
translated into Kanneda by Nanjangud Srikanta Sastri, He 
trauaigted about 20 olays from Telugu and the prominert and 
popular canons them ave ‘Bala Bherya VYriddha Ehirtr Srahagana', 
Mehahadht ya Prahaeene’ y ‘Moodka Bharya Chaturc Bhirtr Prahaeena' 
and 'Visaoya Vivehat. Yanhade Epishna lyengar's vendeeing of 
‘KRomya Suikat has he.n pdpular on the stage in Mysore under 
the tithe ‘VWiemaye Vivntial. ‘Jayarayacharya also rendered 
iMahabadhire Prahasert:’ inte Zannada. Eenegel Ramaras ad ¥.B. 
ishvererao trandlated 'Ealinhopriya Prahacane' and *Metya - 
Ruksheata’ reapectively. Yoh with its erend esneepion and 
brilident czposition the wloy 'Hiairachala Remadas’? written by 
D.Gopalachariu becaue a great suecess when staged on professional 
~ lianas by 


fe mae “ 


4 Gurajada Apparao inaugurate? @® new chase in the stage drama 
by writing plays im spoken and not literary Peluga. tie mngnl- 
ficent senee of humour, skili in chareelerisation and emphasia 
in rousing the oontiment as the main purpose of drama~ all 
achieved in bis voll known pley 'Eanva Sulke' made i3 very 
POPUL we 
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by the s#matcur Dranatie Asseciotion of Bangalore with 
Pandit Taranoth and 1. Reghavachari in the leading reler. 
The Karmade rendering of ‘Kenya Shulka't woth its torical 
thoae yweat well vith both tthe professional and amateur stare. 
fhe vest are considered ‘out moded' ond are not seriously 


considered for staging, 


BENGALL: Yibth the Lact hundred end fifty years Bengnl tilt 
up such a merited dranatic litergture that 1% in commonly 
said that “the valine of the Bengali drame would not in any 

| sense be dininished had everything thet vas written 

before 1800 completely periahed.«' the playa vere 

contzibuted by scores of playwrights of real creative genias, 
the prominent of whem ave Michned Madhusudhana Dutt ,Girisn 
Chaidva Ghosh, Tinabandim Mitra, Dwijendrealal Roy ond Tagere. 
he plays wlth their ameging vitality have held the stage 
with a glory of thelr own for years, and many of them vere 
transinted into obher languages. Unfortunately, Kamoatak 
has not drawn a justifiablc nuriber of plays trom the rich 
Bongeaii dramatic Literature. 


€.&.Venkataranoayya wade an able rendering into Jannada 
of the foned *Papobsia’ of GiridChandra Ghosh. The tragic 
theme of ‘Krishna Kumarl! of Michael Madhuaudann Dutta - 
iusniged Kemada uriters- perticularly Chea Vasudevayya in 
his ‘Aryakeerti’ and MeNeKamath in hie 'Kshatre Tejut. Three 
of the well imown pisyo oS Suijendralal Roy~ 'Mewad Vatan', 


4 Prof.Sukumar Butts tiodern Bengali Stage: Theotre:iI-2. 
AZo, 1931. Ye 135. 
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*Skahsjahan’ ond 'Chandrasuptea’ vere translated into 
Kenmada by G-eLeHalleppannavar, BePuttaswamiah and RUN. 
Choudapna vespadively. cf these, the play 'Mewad 2aters: 

has been on the profevcional atega of North Karnatec, while 
'Shahajohon? end 'Qhandragupta! on the profeawional stare 
of Mysore. Of these, again,g 'Shahajehen' held the stage 
with fave brillience end drew crowded houses continaously 
vhen gbaged by the Chandraxala Nataka Mendali. The treat 
sucecss yas duc both to ieoy easel end beauty of the piny 
as much as to the outstanding histrionic abilities of ‘ohacmed 


PEGE. 


fe profeaaioral theatre of Rormatek thug trie? so 
draw its themes, and cowebimes, straight plays from, Mozethi 
Bengali end Telugu dramsti¢ litexatures apert from the inevi- 
table Sanskrit end insl.sh literatures. The North Ei:meates 
stage oves a considezable obligation to the Marathi dranctic 
Literature for both substence ond form while the Mysore stace 
comparatively has'a slight more of originally writtian olays 
in Earmada, though it bas quite some tangible dran.tic themes 
ead playo dyvawi from Conskrit,; Marathi and Bengali iramatic 
literatures. Tt ia ctrange, hovever, to see that F-metel: 
has only drava thenge from the dramatic literatures ef 
the neighbouring regions bat hap celdow given anythin: 
substantial of ite owl to others in the form of eteage playa. 
This ¢mnot imply a poverby of original plays in Remmatas, 
for there is mony e ncrited play of considerable invernal 
worth and theatrical strength, decerying to be treans_ated 
into other lengunges. *Sharena Basavet and *bhechsnamayate' 


of Garud, ‘Eadotenada Bhosia' of Kendgel, 'streedhamme 
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Rohasyat ond 'Shikehenna Sambhrana' of N.K.Huilgol, '4eamdodari' 
and tHachiketa’ of O.K.Vensataramiah, ‘Samsara Hausa’ of LT. 
NsSimha, 'Pevedasi*? of E.Mrannyya, "Alcea Mahedevi' of E, 
Putteswandiah and ’Ybaras Ratuakara’ of Hunsur Erishmamurthi 
are gome of such briliidant state plays that --arnateuk sould 
wGLL be oroud of ond which richiy deserve to be transiated 


inte other longuages. 


THR AGPOR: It is the acter who fille in bright life inte 
cold words of the pluywright, cives them a meaning and a 
povelr umd brings the ucntal pleture of the Latter to the 
visual plane. He is the interpreter of the dramattiet and ie 
ultimately wcgponsible for the impression of the play. There 
ave abundant instances of the actor's gmius of portrays) 
which have tured q Gull seript into a notent >-erfarmance. 
It ig naturel therefore, Sor the theatre to depend fur its 
guccess on the potential abliitiles of its artista in no lese 
a degrees then on the ercative genlus of ites playwrisht. Dike 
the ominent slayuright, the intellicent end talented artist 
piso has gone doi frrvo the pases of the dramatic hiatery 

of any vegion or counts, The theatricel history of Benral 
cmast but poange and wefieot on the magnificent theatrioel 
abilities of great acsorg like Girish Chandra Ghosh Sisir 
Zumar Bhoaduri oy Nirnmalenda Lahiri and the theatric.l history 
of Meharnstra, ~ of the sreat Ganapatreo doshi, Kesheveras 
Date or Bol Gendharve. Karnotak also discovered stores of 
actors of talari end gonins who mode their mamory live ever 


green by giving a Glasour to the stage, 
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Tt is not a question of mere adding glory bo ~he 
gtege. The professional theatre is assentialiy the meking 
of the actor, Zor, unite as in the folk theatre or the ama- 
teur theatre, 1¢ is around a professional actoy thet a troupe 
usually reyolved end a play susleined. In Agmatk, it is 
the tolented actor who usually formed a troupe and later 
van i% for ite ow seke. Meny a profegsional troupe went 
defunct imnediotely after the death of an sector like Paer 
or Hondigaur and many on acclaimed play like 'Shakuertaia' 
or 'Deenabendin EKabur* lost,itg-ail power efter the death 
of Varadbchar and Rogiuovachacl. + is the artist ultimately, 
wio takos the play into enecess. In the hands of « ba 
artist cven a gocd play becomes bad, bit in the hands of 4 
@004 artist cyen a bad play may become good. actor, thus ia 
the yvexy spine of theatvical strength in a region, mit it 
must be admitted that the condition of the »orefessi mal 


aoter in Xomateak is yet utterly deplorable. 


Karmmote: to the hose of actors and attresses,:2d the 
righ ugher mae of the region's hiptvionwle Talent cenld well 
pe sec on the professional stefe as well as the fo.k and 
aneteur platiormg., ven from within the abyse of pwn and 
poverty the talensed ones rose ur to immense heishts with 
a fagtery in the theatricol azxt in both ite branches of 
dignified 'charseter=ac¢bLing! and of the all pervading comic 
tapes A few of them vho were the architests of Kurnatak 
theatre set standards in theatrical artigtry aid shcwnanship 


end AY. Vevedachur wa one suche 


ate 
i.S,Bubbarao, presiding over a Drama Confererre in 


1930 appealed te the staze~artiots not to imitate Veradachar 
for it would net do eny justiec to the role, the sector hia- 
self smd never to Yaradackar.! Go imitate the inimitable 
Yoradathar was hagerdous end yet 1t had becone a aontarious 
Yachion. Varadachar wae truly a symbol of the best atting 
end showmenshiy, of the Myaere stage which he ruled as ita 
uncroumed momarekh for se quarter of a century trea about 


1900 Ac D. 


i 


Gifted with a grand persondlity end a magnificent 

voloe, Yeradachar had acquired a ees knowledge of the 
| Kemmada classics and clarsical meic.” More than his contri-~ 
bation to the theatrical grandeur and sugteaance with a new 
method of stagé music, the gound pit, stege~iliumination, 
rationslised meké up, ceghmes and settings, it is his 
capacity to dive the rule that brought him tie deserved 
honour. His nortreyel af the rolen like Hiranyakassipe 
(in Prahlada), Sentencikea (in'Sixuzend), Vasente (4a 'Ratna- 
voli) and Rema Varma (in ‘Rama Varna Leelaveti )made both 
Yaradachar od the rodee femous gil over the Kannaan country 
end in fact,in the entire Souvh India. " In Hixanyeakashipu 

he portrayed a subtle inter=pLlay of pride and pity, 

‘Love and hatred, agony end condliet.... he tried te 


4 Kala le 3. Moy 195Ge netde 
Zt CoK Sos bSSy Hoarty av Hs US 8 oh? SR Wake 9% oy, 
HY Kok KnA a 0 16 Ao Kk ws Sach Ad. t) ett 5 


.G.Subrahmenya Snastri~ Jeevatia. Merch, 1995. 


humanisea ‘fskchaca! character inte a gorzecua 
sbject of impotent wrath fighting and foundering 
on the rock of an an inexorable law... His Jama 


nt ge 


Yara vnc a moving epic study in tragedy. 
gave these roles on individual touch that he alone could 
give. In the role of Hironyakashipu, he impressed as the 
monarch who had scattered avay the 'Devas' and lived the 
weal Lord of the worlds yet he gave a delightful hunen 
touch to the role in the Dream Seene when he lovinvly 
mtrested tee young Prehlada te reapect his words, ad then 
again, 2n the lest scerie, whenthe uncontrelbble obstinate 
fury gave wey to utter bewilderment as the Lord Saricinhe 
camo out shattering the huge column, he expregged avery 
shade of the emotion ee eer monarch of the 
Barth od Heavens. The climax came when before mec ting 
his own ‘Karma’ that case te devour him, when he nausea, 
took a loving look oné grabbed bis littlic son to his beaan 
to press o kiss on his forehead. Though in the rartures of 
a devatee who had lon: awaited to see the Ged of Gods, he 
then tummed tovards the pronounced eneny, surer-im.sosin’ 

a real royal furys Varadachozts mastery at portraying mixed 
fselings made his eudicnce never forget him ac a gening of 
dranalic arts ile gave she some megic touch to ever role 
he portrayed. " Heither bounl by narrow tradition nar by 


the rigid scholascticison of pauranic plots, Voradachar 


SAAR een: peat: cman hntetate ten 


4 V.eBhasseran. '4.V¥.VYaradachar~ Actor and Artist. Theatre! 
HMareh, 1937 * Be 55 « 


BV4 
flew easily with eutebretched wings into the realas 
of deepeat humon tragedy and presented a Ramee of thea 
finest type to the audimec. In the love of Iishyvanta 


he was Love incamates | 


hie Keechake was the very 
epitome of Love gone cragy and mad. His deep-set 
rolling eyes are said to have portrayed Zeelings mere -~ 
vividly then his matchless vyolce and acting could de. Ne 
appeared to reach his best forma in his 'iminitatle deli- 
neation and display of ‘Sringare Rasa’ which earned him 
the vepatetion of being the grantest rowentie here of the 


: Z 
South Indien stage.” 


In on intimate pen-picture of the acting abilities of 
Yaradachar, V¥. Slteramiak pears a complinent toe the very 
Menner he extered aid retired fron the siage in different 
seenes, Lor the very entrence perfectly portrayed the internal 
emotian of ‘bie shavacters* The way he deliberately daiced 
inte the stage lockina hither and thither. taking ea lesp 
and peusing a while ac Iushyarnta- chasing the deer drought 


hin a Spoatomecous ovwtion from tue entire theatre, In the 


4 OSAMA KYO Bh GUSAy EYAMHC oy kasd vy 
ST MING) W UNE AGT HrvgF Sod Woo er 5X, G2 SEA 
MntKb” QWo-q3 HD Eqynd, 


2 \V.Bhaskaran: Op.cit. p.36 
% Hye QS TAW Soh WY, XP Manyara’ ace SRB SE! Peer 


Saas BVO So Maypwio — FIAnd Horsk- Hoes T- Hi 
A £aqmMhcSs To Aad) SET Mr Dag Ee PLGA Y EH ose 
OME Std ohGlpoes Kay NcS, BACs, ? 
aS Atenas a Biabys Bx Sota Faye Te M7) 
re ~ALSA Hes roc. 
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pley 'Ratnavali', on the occasion of the Spring Fastival 


(Vasentotsava) the solcm dignity of his entrance intused 
a sevens simosphcre into the entire setting, In ‘vards- 
chendrs', his entrance from the rear wing of the darkish 
stage into the erenation ground as the heevy hearted but 
detoriimed Hariechandra with bie deep darx shadow vrowing 
on the bind sereen as ho slowly advanced on the stage waa 
a ceiculeted achievrenent in showmanship. Varadsacher ~ 
represented a rare comblinetion of acting and showmanshin by 
LIVING o role end oreating a naturel etimosphere with caleu-~ 
Laved accessorices and settings on the stage. " His perferaeneces 
GAVE QA new VFibion to the spectatora eyes, taught 
hin a new teste wlth which he ¢eculd distinguish the 
worthy fron the unvortkhy in the theatrical art.0' 


‘tt vas not nere aciana that camed such unetiated and 
superlative praise for Varnadachar from the public. isture 
had bigssed Win with a voice viich for its depth amd volume, 
its timbre ond melody waco herd to excel', This Cod given 
aigt, he made use of for the bent advantage of the stage. 
with @ skill which bore a stamp of genius, he evolred a new 
tradition of stage music and made 11 support a Tull ex sresacion 
af a gentiment. In music and acting, he ee eae trainer 
of himsel? and every individual of his troupe, Every sovemet 
on the stase was calculated with a doep understandin: of 
the vole end when tae soug came, Tt + ¢omé oniy ir exquisite 


‘hamouy withthe cuotion snd environment. * His sublamated 


ca peictcenone 


7 VeSitaremigh~ Tbid. 
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wusie made Varadachar's art 86 entrancing. le showed 
'Navaragos’ in dcligitful profusion, and hia music 
bathed the play in vare melody of delicious thara 


aud grate. 


Gut the stage wan only o nature's compensation to 


Varadachar ta mon of many disappointments’ | 


Ne wars hard 
hit by several domestic calamities. Death matched awe; his 
parcitea when he wac quite young, hie wife and the only child 
g@ied when Le wao in the prime oF youth, and his supoorting 
vrother-Shamenna, on eminent actor himsel?, passed cay when 
he was west needed to gail enooth the flourishing troupes. 
¥aradachar remained oll clone sub net all fer himself. He 
aedicates nimselif, his art and cll his possessiois te the 
sselety, only too anerudsingly. His geuerssity beanme 
proverbial and earned him the titic from ¢.B.keddy/ ‘the Rost 
prinsely bencfsctor among the tysore public'. Ue sada nay? 
to none and facts rcsarding his generssztvy seemed to be 
fictim. fake a loving feather of a family, he gtood by the 
members of his troupe in each individual's rleasgure and pain 
and lived as an exaaplie both om the stege and in real life. 
All through his career, peookcty yas bountiful both in its 
oraise aid patronass uo him. Yoct strange enough are ite veye 
for, 1% Left him te dic in é¢spair ond distress~, 14 poverty 
and hundidtty in 1426. He ictt mm ever green menory and not 
a tengible Legnoy. “ver oue thing, bis example wis too high 


to be easily coulated hy co-rnon people... there was 


Dee Deecr ines RRND A ALR 


4 MoAeGopalavami Iycagare~ A.V.Varetachar: 4 Sketeh-15926, 
De 
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absolutely no question of imitating his trangeendental 

art which blossomed and danced only +5 a symohony of 

its suprene mester and the ecatatie urge of vis soax— 

ing intelicct. At best Veradachar's bequest sould be 

a sueeping gesture from the sercne heiehts so the 

half-gode below*.' Yet hio menory worked the miracle 
and ‘the Varadachar school of acting’ attracted ever= ambitious 
actor of the Hy sore aia Slmparnted its steasp on the performances 
of eminent artists like ?;Ragnavachari, R.Nagendrarco and 
Mohaned Peer. 


Garud: Very simiing if nob the same traditions of acting were 
set on the North Ramatalr otese by Garud Sadeshivarso, & 
junior contemporary of Varadachar. Ue trained scorers of 
ambitious young mea in the theory and practice of ctsge-acting 
end the Garud School of acting and etage performance is om 
achieved reality, for ainost every impressive actor in Yorth 
Kornatal to-day, says thet he drew inspiration if not direct 
training from Garud. To Garad, the art of acting wee a metho 
dical stlence, vhich could be reasoned and taught. l= believed 
that ‘an actor was no born’ but made with sy stemeti > training 
ond experience. ‘Those that desize to make athers fa21 must 
feel it thensclver' was the sceret of Garud's theatrical 


guccess end he actéd on the Stage what he said. Gazud'?s 


1 V.Bhaskaven. Ibid. ae 4D, 


2 He insisted on one’g FUELING the emotion ne tried to 
portraye I% ia said that unile rehearsing en artist ef 
his tyoupe for the role of Yecchans Nayaka, Garud insisted 
on his ficeling thrilicd vhen he said 'I am thrilled’. The 
fecling vas te be physically shown by making the hair 
stand. @he actor could not do it, but Garud demorstrated 
the Lecling every time he . rehearsed the words Ioan 
torilied?, (Collected from Pendit C.7.favalis MSs). 
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method was planned rather than spontsneous and he had treed 
himsel? in the 'frishya' ond 'Chaterashra' types of acting - 


out the mized cnotions! 


and enployed then at command 
pertioularly in the roles of Dasharatha, iehaas Nay asa, 
Kablrdas and Ashoka. Garud ws perhups the first ta have 
robionolised and mielyssd the art of acting on the lines of 
scientific principles. Almost avery play of his created 
sukricLent SCOpe for ‘study in cartrasts!, thus ampli 
providing for the actor'o talent’. im artist who cane out 
with auecess from the vigorous training and testa of Garud 
wao certain of making a name as he was always on demand 


by the ditferent professional troupes. 


Bgtally inpeortmrt as the facial expression was an 
intelligmt use o£ yoice and a calculated articulation for 
the mazinum benefit of the role, Garud's own troune which 
enmed a reputation for 'abhinaya’ and the literary md 
dranabie merit of its plays paid a clear attention to the 
voice and the best use of it umnbike meny an other trouve 
which ‘shouted throug. the play’. In the role of the aved 


Dasharatha crushed with tha shock of the departure of Hama. 


On. Tae dace 
4. ‘fvishyat is the method of playing ;two different snates 
of unidantical esotione upon one fundamental basic emotion, 
all simiultencously. ‘fChataragra! presented a play of three 
aitierent shades on the basis of one fundamental emotion. 


2 Most of his plays have also ‘contrasting characters’ as ix 
Deehaueanayeaka vherein the good and the evil are synbolised 
through Sonjivi end Lakehanena Neyaka against Bayanma and 
Jagadeveraym: Hanuma afeinst Kariya end Agesara Chikxavya 
asainst Arasara Remarnaine 
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Garnd put his yolce into ea memorable use when he moamed 

the mane of Rama tuice with short psuses betwee « completely 
eltering the tone and the volume of his voice. He portrared 
Pagharatha with imaeise intensity of a leaan tragedy whose 
last paingal gross and helplces eries for Rema live for 

ever onge heard. Youal vas the grandeur of his actiag of 

the role of Ashoka (in the play Vishama Vivahea) particularly 
vhile portraying the sréemt monarch suffering a shock of 
veolisation of the vickedness of hie wily qu¢ern. He . celled 
himsel? in the portrayal of conflict amd auffering 41> Lhe 

soul and yet like Veradachar, ha often appeared in minor oles 
on the stage to make a magni ficenne of the insienivisant. 

The country recognised his art, patriotien and tirelasse 

_ offerte in shaping inc theatre of North Karnatak ané adding 

ag aerined yorth to Lis drouatie literature by honouring 

hin with the title 'Enyrneteza Uatekelonkarat 

at the Belgatm Eennada Gonference in 1926. His examole is 
being enulated by many a professional artiat of Nert. Farrata: 


for the benefit of its baste 


Reshavyechart: 

iu tho same Line came 7. Reghavasheri - 
uhoge bearing and acting of dienity ond understandin:, made 
his nerformmmeés memorable. It is sald that when onve 
YVaredacher was asked as te why he élé not choose to cortray 
the gre@t Shakespearem: trngic roles as he vid the ranantic 
ones Like ‘*Romeo", Varaduchar remarked ~ "What? %I ts play 
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Hamlet and Othelle 7? who covld coupare with Reghavachanin 
those voles ? if Irvirs sav him playing Manlet, even he wauld 
say the game". those who scw Ragkavacharion the stage would 
not think thet this was an undeserved compliment, for he 

really wos on actor of consummate skill in portr viar intense 
cnotional feelings. sifted with a grand personality and a 
charming face with chi:selled features that could ably expregs 
the serious od subline, rather than the light and hamereus, 
RaghavaGhori could well te compared with Ganapatrao Joshi of 
Moharagtra ox Sigir Bohaduri ef Bengal. Tike Certair kamsras 
of the Golece Gompany of Mysore the firgb Kannada acter who 
cane to be honoured for exquisite portrayel of the role sf 
Gthelic, Raghavachari also with ceaseless effort md am insigit, 
gained a mastery in portraying the «pie characters of Shakea- 
peare, particularily thoge of Othells, Macbeth, Hamlet and - 
Shylock and camed aupreciation from even weatern erities 
resident in India.” fhough he Lo an outetanding representative 
of the pmatour staue of Karmiatak end andhra, his thertric:.1 art 
exid achievement compared Lavouvably with the rerutetion of the 
best of the professisnal artist ond a9, deserves a mention here 
as he onhmieed the prestige of the Karnatak theatre. 

Rashavachan,aport from the divine fift of a -~ = 


oe, J meaeienemenel 


7 AH oKvishnareas thuieya Nenahut; Rengabhoonl,May,193l.p.1/? 


2 Prineical J.G.Tait, a Professor of English in the Mysore 
University and 4 Se now critic was one of the admirers 
ot ange ee dai particularly appreciated his ‘Shyleeckt, 
soying that be portrnyod it mich better than some of the 
well known Sneglish ncborat. -C.k.Yenkateraniah: Stave 
Centenary Vol. II, po fi=T7. 


se THMMES dou Sy QD BEN AU Wy STU ae oo ABW} cis Le 
MATEAEK Ko icnysy sheow G X80, ho od 
BE AD W wo ACs FAY QS ESN SSW f ae eas” 
COb — MEGET VTERT nH He ay 
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istase personality’, a gsed mastery on the expressiw veice, 
wes equipped wilh high sacad@mic education in literature md 
law end also with an intimate Imowledge of the Literature 
eg diftferct South Indian Icnvusges. This served a double 
purpose of edding ‘ns culture! te his pevfernance and creating 
& fayourahle fecking’*-ouarde the stage, ba it amateur or 
professional. Raghavacher's speciality was in his beilltant 
interpretation o£ the epic characters. He vas at his best 
in the mythological voles of Navlschaidyn, Dasaratha. fevane 
md the grend historical percsnailiies like 'Chanakys', 
Remades ond Eabir, Eis brillience seems to be due te his 
complete gelf ahendon in the portrayal of cueh roles. 

His auddlences are seid to have Aad the best evidence of the 
full realisation of the themtricel art and the author felt 
honoured if he took up his playe!. Contemporary artiste 
like Sthemes Barasinherao. of Andhra was convinced that 


the vas inimitable in the great epic characters"*. 


a am 


Reshevacher’s 'iivicg the rales! of Nemadas and Kabledas 


4. Osh. Venktateraaial: Sahityajnara Atmaktathme — g¢. 05, 


Ze « eh StX 0S SxS SU Sh WTS Pye Sar’ F)So 
X86 SoM MoH 4s KS) Aso B Ky OY Do Wi etsy MULES = [Seu 


SN Oae 
( Sootrens’ MUL ESSY Seydos Sas hows end BEAST Fs, 
Bat DENS ALSY VCH MMs © NAS eve y <s 
SHEWPIS BaySoh Ugy Ssy To asXwAd «HAs cveiaese 
MES Sle Mne Stare Gepdow hose S) Bx Yor 
MS ey SAW aS 9" eG No" MS) Kory? Ww hsv Key 
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convinced his admirers of the truth ol the story thrt he wos 
bom of divine grace by the blessings of 'Avadhootn Hasa-pat.« 
fo them he wan more than a morte. ! Mia Gonvietion %»f the 
ateage as a sacred tenple od the drama ao a mode of vorkhis 
Gave a holy touch to lis art and earned him friends ond ~- 


@ Hig bearing and 'gaik' on the stage, his portraysl 


adnirerse 
o£ voles with a rare understending convinced his spectators 


that he was a prodigy in aching. 


Raghavacheri lived ac the sunl and spirit of the Saroca 
Vinodini Snbhe of Bellary sad the Auateur Drematic Aseociation 
of Bangalore yhieh toured the difverent narte of the South 
on professional Lines. His rigorous treining and attention 
for detsils of prodection made the pleye highly attractive. 
ile trouns stared ploys in Konnada, ‘Welugu, ond tnchieh. 


Raghavachaz’s perforrmeées in 'Deenabendha Katir' , n estate 


play vzitten by Pendlt Garanoth, *Remadas' of I. Govnalevhari., 
Prehlade'of Rajeakavl Srinivas Iyengar, ‘Chitra’ of Tucare 
and Othello’ becanc well kmown and he led the A.T.A. troupe 


on gg tuo months tripe to Bombey, Simla  - - 


eben bohm mesints: emmniominrnh are xk) 


7 Ranesha~ "Hatyajecyit» Kala: Bellary, 1951. pelVI. 


2 f.Raghavachar'te leticr ta Sei C.fnanda F820, an amaterr 
actor of Mysore throve some light on this aspeat. 'Do not 
seek for the applause of the Gode and you are applauded. 
Po nes seek for sUCLEDL and you BUGOEE Es « « The gtuce is 
meant to contribute to the happinees of the world; end we 
Cart mover feck hauny nor make others happy until we seep 
the "29 in us far avay Seom the foot ef lights... Never 
ook for individual app e@iation, nor strive to imitate 
any one hovever grcat no may be ! Loge your self in HI¥ 
the Ghiezt Actors: “f olveys pray before I go on the giage.' 
(A Letter dated lth January, 1922. MSS). 
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oad Calcutta in the yoer 1931 and made an impression for the 
firgot tine on the pthar regions of India with the thestoicsl 
ert of Kametoks Mokhotma Gondhi while in Bangalore witseased 
the perfemianeces of "Ocenabandhu Zablx” and slso 'Sameie’, a 
social play on the problem of umtoucbability and said , 

TOL the ampregsiona 7 enery of Kernateak, this will ba ore 

of those that will never be forgotten |, Raghavachari wae 


vackoned with the beat in the theatrical art of Karnatear. 


While in the weoe in 1928,49 study the advancement 
of the thortri¢el art for incorporating its salient features 
for the benefit of the India stage, FRagshavacharl was honoured 
ag @ eepresentative of the Indien theatre by the ¥ell brow 
Garric | Club of London. The party arranged in his boncur 
was attended by th. great British artists like tir Forbs 
Robertson, Mre and Mire. Forman Porbs Robertson and disritaries 
lite Winghon Charchii7. ueshavachari had an intimate Saterview 
with Bernard Skew end the English Press greatly adelred hin 
for bis anproaching the Imtemational Theatre soelety for 
exchange of theatrigel  vroupes betwecn Irgieng and ker 
overseas coloies fox periodical sours’. ‘After his reforn 
from thé Fest, Ragshevuchayi closely esseciated himself vith 
tho theatrical axt of Zaymatak od fmdhre, vas honoured by 


His owl courbsyegen wie tse tithe *Yetya Kala Prapeorna’ 


Ex 
¥) Renegabhoomi. ou. 72/7 ks- 6. 
“ 


2, dof. Green, g covrespmifens of the Tllustrated London News 
wrote in his paper about Reghavachamy “A fascinating personality, 
g 2ine opeaker, he is emre ta enlist interest for a naw 
movement ubich is ene of far veachins impertance Zor the 
better understanding of Mother-lend and its allied enpire 
weyond the scage"® = Rancebhoomal « Oot. 1994, pe Be. 


1 Sharpening apie 
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od 


| 
| 


end by the British Goverment with the title "Rao Bahadur*. 


$ 
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Tike Varadachar, Rachovackar alse wrote stage plays in the 
Last yearg of lkic stase carcer end staged them with access‘, 


Roghavachan passed away in 1946 (April) at the ages of 66. 


Peers 


Mohnacd Peer woe from the sane clase#ieal mouzda and 


be ceme on thc scene «| thoush for q brilliant short vime 

when the shadcs of nicht were felling fast om the dramatic 
world of Famateks Asia deucrnined youth, he 'bore amid 

smou and ice' a bamer|omceloior of the salient and sustaining 
agpectc of the us art. Within a short apa of a decade 
freon 1925 he mado a mort os em netor of omtistaiding cbility, 
especially in the portrayal of serious and di mitted classical 
roles. Ghough a eral he Spobe the véry pure Sanne da, the 
blank verse and even the elassicel, with an ease md eflect; 
bub more then this, it jie his potenticl talent that ettracted 


the exitic, the Leamed and the laysan to his narfomconces. 


Atter starting with minor roles in Srikantea Klara 
Karnastak Notaka Sabha lof ‘data Bhayoikara't MN. Canandherarac 
end Lallta Kain Mandaii of N. Subbenna, Peer started is ow 
tzoupe in 1930. Bur by thea, ke had eamed 9 reputetion for 
his portrayal of the role 'Vajevat in the play ‘Krioma Leela’ 


ja *Saripadenicongatuin! ond 'Telugeni Camasya' are the two 
plays = both in Polugus 
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oid the lites, With a GAatinet devotional implication, ‘ser 
tyeauxrrected the role of Vijaya from the deplorable abyss 
jnto whieh thiranathi Venkobsraots serformances had rut hin, 


ma made bin egein an innocent and deveted eom-anios of 


3 


xpishaa’. | The pawting egeme when Kriema ielt, on the invit.: 
tion of Kenoa, provided £121 sespe ta peer Yor the digslea of 
his tolunts. Peer would etand et411 st a corer of she stare 
for scoves OF minutes cll wlicntly vith tent head sad vet eves 
“ALL at Leet Erishia baflc farewell to ail end turned te hin. 
Reighna would move to hin whta e heavy Cait, would alowly Lift 
his face by the chine» wlth o lock ints the eyes, an: then the 
would ell inte the amg of each other~ all t90 silently but 
ail, to sloquently. Peer crceted = new world for his enectetora 
by hie performances and sluaye collected the toll of tieir tears 
ag Dave in ‘whahejahon', Sundars in ‘Semsara Aauka' » even 
Gantana in 'Geautane Buddhet in the latter's parting seene 


frog Yeehodhara, eid loter, frou Chenna, 


éfter starting his Lroupe gn 1920, leer eame tc be 
known all overs Karnatak as an artist af rere abilities, (le 


4i0 not stage mythological vieys, nox did he have emetueular 


aN fale = SANS TH] ETS Pam lwenne ta 3 ete re uipene tate 


1 A.keiebnn Roos Serdantckeda Eatavideru T. peJT. in the 
ploy ‘krisbua Leela’ staged by Shirahatti VenkoDame, 
Viioy was depicted as a "kelp~ful go~between for Prighma's 
romaatie Life? 
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seenerles and settingss his plays did not lay any emphesie on 
the. stage music and yet, he tevred the entire length md breadth 

of Karnetes creating a ney taste for prose plays. His only 

aaseta were the plays theasclves, like 'Shahajehan', ‘Samsara 

Nauka’ ond ‘Gautama Huddhat and a talemted troupe of artistes 

that consisted of Hele. Siuhe, He Ramachandra Shastri 

edad 4.¥e Rajaommas AS Dore in 'Shahajahen', he intensified 

the effect of the tragedy with an ineffaceable amile of 

dignity as a reply to all the meeymess of the Imperieua 

Aurangaseb. As 'Sundara’ in ‘Samsara Nauka't, he dep.cted 

the hélpiess victin of the parental wrath, of the sorial 

inequality and of the eating poverty in a manner thay the 

play become perhaps THE moat effertive of social plarsa on 

the profesaional stegs of Mysore. The golden clisnsx to 

his foac was provided by *Geutama Buddha’ in which he played 

the héro with an effect that touched the heart of his spectator’. 

With bis brillisnt nerfommances of there potent playa 

Peer created a respect for the Hygore stage in the other 

parte of Kameatel: and came to be aceepted by the Learmed 

and the laymen”. Vith the tragic death of Peer in 1.-37, 

the three playa siso dled out of the stage. 
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Peer died im the prime of his youth and sumeas ~ 
thus bringing the curtain dow on the golden ase of the 
Rarnotak theatre which had started with Ay. Yaradathar «erty 
in the 20th century. The period of 40 years saw a talaxy 
of erent artiots and pleywrights. Nis death marked algo 
she end of a arent tradition of the 'elagsicol'@vema and 
Left the field free for the humorous ligt playa. tis death 
scened to mazes the end of tstudied acting’ with an saphasis 
on the unity ox dmpreesion of the plays Im a2 way, als death 
became symbolic o£ the d¢ath of all the original pemp and 
pover of the professi;mal theatre end the fortliea of this 


century accoptcd the symbolic propheay. 


Hon digenus Siddharenanpa. 


A tragic hero of North Fematak 
who closely resenblcd Peer both on the stage and in real 
Life was Siddharenappa of Hosdigenur (Bijapur District). 
Within a short epen of ce deoace from shout 1935 to +945 
be Game to the forefront of the theatrical artigts <f 
Karnetalk, ercated a place for himecif saong the noteworthy 
and cade to be reckoued with the classical mould of acting 


end showsenship'. fhoush deotined to live short, His career 


te" AA ISHAS SAG) SRE Mes EE Aw s SLUEK eISear, ALY 
SOS SG» D od. KEMING ) Hoe HW Ses Tet ascas 
KADS AOE aids MYSY So S Heng SQMSHISS ASTD” 
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was obviously slitteriag ae thut of Peer for he filled she 
stage literally with hig téyéring persenslity, yal 
doneancur and resoundang baeé volee. He speciziirged in 
interpréting the lofty Hythdhogieal tharaclers like Welama 
(in the play Abshayaubara}4 Benasura (in Usha SWGY ANUETA ) 
Harischmdra = and Rhightia (im the play Uttera Bhoopa) whieh 
ceme to be closely asseselated with his name and even prampted 
the eritic to frit a neoie of @xngseravion saying that he ateod 
nioie without cquaia un portraying such lofty characters 's 
tt must be reckoned with, however, that he did shew the same 
géniua of Varadachar in entering inte the very core of the 
vole he was playing aé vas capable of portraying reles sf 


yery digfercnt types with cguédl aiccess. 


Bven as a boy, Handigenur vas abinasted to tee stage 
eid he teok to it with a gleadfsstness and stwek to 14 even 
in the dezkest doye under @isillusioning elreumstunces. He 
started bis stage career nt the age of ten playing female 
voles end nade a name because of the rare Aaturainess in 
his portrayal and ealso becatiee of his resonant musical voice. 


He worked tir different prifccszonal companies for akeut twenty 
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Wek Loy GGG, BR AYWAYAVS Ares 
(AS SHO RELY CAI GHC A Q dK OF’ 
a. dS fyh ow Cece) hed ase 


289 


yeare! before he started his own troupe by naxe 'Vishvekala 
fenjena Neteke Samevhe! in the year 19%=39. Though wth 
scanty gtagc equipment, his trouve thrived well for about 
eight years end camed a €96d name though not money. Fas 
entixve otivactioa for the public wae Siddharamappa binself, 
his acting end his yaioe.* fils thunderous yvoica, caleuleted 
euphasis end the becoming gait made his portrayal of Banasura’ 
aud ReVanae a household word in North Kamatak. 'Hasischendra!' 
also was a role propounding one basic sentiment, but the vale 
of Evishna in '/ékshayanbara’ provided considerable score for 
his talents and he gave an individugl touch to the somplex 
character ofthe scheming Erisnna "who realised his sw desire? 
by bringing about a vur between the Kauravas and Pardevas 
though fully protendi:ng to be interestcd in establishing an 


undcestanding between then. 


A ee PN ST iain Aer 


1 He served in the ‘Itvjagd Meharaj Netakea Compery' for 

about three yeorr and then in 'HMaiderei Compacy' on 

Lpay monthiy fof f.17/~, Later im en Urdu dramatic troupe 
on pertimership ond then retumed to Nandignur and 
started on anulevr troupe, and ran it for abo. t three 
years. Leter he joined aa the leading actor o= the 
Rrishna Nateca Compony of Gangubai Guledgudd or a monthly 
pay of fis. 25/— then he yorked in YVanivilass Company. 
#ater he joined the 'bhelita Kaleddhara Mendalt’ of 
Eondgal Hanumentaras apd carned goed fame ag rishna' 
in the ploy 'Acshoyambarg'. He then joined ‘Vishwa 
Ranjan Netuk Company ond became well known for nis 
Banaeuxrein‘vsna Svayamvara> 
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Laver, Hendignur io eaid to have been at the climax of 
his theatrical success an the voles of 'Ehiaime’ in the 
play ‘Uttara Bhoope’ and . ‘Regma’ in the play '%raupedit In 
the Lomrer, he portrayed the internal conflict of Aalema 
who bad te stond ezaingt the Pandavas because of hia obligation 
to tha Kauvave. Ringe | Hendigmay excelled humself both in the 
egulsite make up andsvenarkable penstration into the character 
amd virgunlly veereaiod 'Bhistma’ in #11 hie ripe story 
on the Rermada stege’. “ Hig ‘Marna’ is else widely reneabered 
for the mognificent imeprecsien. When Karna want up and was 
ebout te shoot the ‘moatsya' in the 'Nateya Yentra' ta win for 
bimecLd)Princess Dreupadi, she desuised him on the olea that 
he uns @ tSorta'. Phio situction was mado memorahls br 
Hendigaur who gave @ blt of hia brilliant seting in this 
context by Neing up his yep at the tor light end leliverving 
his effective soliloquy of Karna eurging his fate. je would 
drop a tear ov two Yrom the vide open eyes which woald draw ite 
alike from the thouseid eyes that sav the nmagter-actor. 


Randionur, like the later well Known attoy Madhavaraja 
Unangd® projected great kopts Zax the Karnertak theatre, but 


4) We Ke WES oe SPs £ C56 a bE FIOM A oe FFE, 
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2 Hadhveraja Umardi of Bijapur earned a exeat name all over 
Eomiatek aco very successful actor of rare understanding 
ond abilities. He worked with several crofessional troupe 
ond partiloulerly with the tattatraya Nataka Mandali far 

bout ten yearg ond vag trained by Carud. He ia compared 
thth Vara@ncnar an Gignity ond gteture. His cerxtrayal of 
the enles like Hastlachondra, Krishna (in Arshayanbera, 
tuvukshetra and Peldoratr1) and Arjuna (in Chitragaenda) is 
mze renembered to this day. Umarji who held a grest 
peosiec Gilead im April 1052, at the age of Bi. 
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G@ie@ all tea suddenly in 1947 nendering considerable losa 
to the North Rernatak stage. Those who saw hie performance 
as the villainous 'Dustabuddhi’ in the sereen play 'Prahlada' 
predisted of his great future on the sereen; bub those who 
kney him intimately declored that he would never give up the 
Stege for the sereen; Hie untimely demise took away a es 
@lonour fron tho stoge ond a hope of the screens with hin 
went off another Light which brightened the theatre of North 
Kama bal. 
¥Yeerania: iI¢ is bwnour that provides oil to the wheels of 
‘Life end is bae been en inevitable aspect of the theatre in 
ite difverent phases. If the felk-stage vrovided laushter 
with its humorous roles Like Zodened, Honumemeyaka end ~- 
Sarathi, the professicnel ategs created separate scence 
Called *Farce’ and churacters like ‘the over—fed Braknin. 
the greedy Veishya and the aruniard growing sonzful aver 
his cups!. The Ameteur stase created humour in a mere inte- 
Liectuel merner apart fron mogaifying the odds and artifi- 
Glelities of individuals and cituations. In 16 vortioaus 
different manifestations, the stage humour whieh wac *,byeie.2’ 
to a coneciderable extent on the Yolk end even [the profecsicam, 
stage doveloced to bectme moze Intellectual snd verbal on the 
amateur staze. Whatever be dts manifestation, and ite ~hite 
form, the actor portroying humorous rolce soon becase porular 
uLth the people cae avey with an ugly expressiay ox even 
emi insulting venarty when hid used tt the weapon of humov.r in the 


vay Tb should be. 


The theatre or Karnatak has had a tradition of humour 
and discovered u mumbcr of artists who specialised .n »x0rtray- 
ing it. Theirs was a different method from the ‘cla: cicai' 
type of athing the noble: theirs was a different technique 
in portrayal often flauting the rigidity and dimitr of the 
theatre ond came to be Loved by the spectator in spite oY il, 
or rather, because of it.The comic actor was always a talented 
artist aud was ofte better remembered than the artist vac 
played the heya. The rerformences of Lakshminati S!aotri 
(Falace Company), Evistmenerthii Ras and Merirag (Ramevali 
Company) of Mysore and of Naknil Doddananjappa and * innumon' 
Hanjundiah of North <ametak are remembered and apckei of to 
this day. In this line came €.H.Veeranna who has been tivine 
hearty laughs to his crowded sudiences for about firty years 


MOWs 


Yeeraing hoc élusely moved wt the changing fimer and 

has gsutcesstully served toa the chenging tastes of his oudiencesd. 
Hie is mow more for his administrative abalities ard cleverness 
in keeping the ship uf bis profercicnal trouresailir-: safe ir 
the midst of dengeroves winds ond vaters. His fame rs the mact 
ponpous producer of staxzc plays in Kamotak seene tc heve over= 
Shadowed his artistic abilities. when closely noticed, Veerannn 
comes out as an intelligent EPELSt of considcrable talent. ‘ic 


has set £ashiongs in the portreyal of humoreus roles. 


VYeeranna started vith the comical interludes cnlled 
'farces! bul, through the years he created a Lofty ard riche 


ful place for humour in the stage play- ac an inevitable 


293 
aspect of ite initially, Bis method of evoking Llaushkter wae 
not an exception te the acespted standard of low ard Loud 
humours birt ke was a rcal artist, for he mads even thet, 
charaing and susbeinings his gening was in the tortrayai of 
‘xoles of the gmormal or sutbnormal nature ond ac ach, roles 
like AGimoorti’ in the play 'Sadovame', dakaranda tn ‘Kriehne~ 
iecio', Hasim in 'Svaui Niste' ond Kakodera in 'Katirdas’ 
Carned Mreat Fame for him end money for his company. With 
alt his early emphasis on avirvard corbhwriions of the face, 
unconbrolied assticulation and odd dresrea in faet colours, 
‘he earned the title Versatile Conediant=- a cemplirent te 
his gewlus in portraying the ‘conplex characters’. hater 
his performances placed considerable emchasie on a clever 
use 32 vords and exploitation of funny sliumtions. Wis 
methods also beeame refined and the peoyie ofsecticietsly 
called him 'Vinode Ratmakarat. The oriile recogra sed the 
@Lemeais of Charles Uhavlin in his verformences and called 
hin the Chaplin of tametax. 

Yeeromna tricd to ela; the roles of dignaty aed crasedy 
like thet of Dazyodhsna in "Hurukghetva!l (1934)—= with consi 
Gerable success, tut bis qudleees vere se much used to his 
homouy that thoy could not retconeile with kim in sewtous roles 


avid wanted theiv thercli VYeerrmmat to come bac to his own 


Garde 
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Grities argued about his potentialities to portray gerious 


roles. 1 


Yeeranna respected the fecling of his audience by 
coming back to humorous roles and with his humour ard satire 
he achieved more than en actor Vere sermons om morality 
end social behaviour. if be has turned Pilm-ninded to-day, 


the professional stage of Enrnatak is poorer to that extent. 


Itivamayya: the tradstion of stage humour initiated by the 
artiste of the 'Palece Company* and developed by versatilea 
Like Krishaanoorthirag, %.Sectaramashastri sf Helimane,%.c. 
Chickka Jettappa and Veeranna wae in a way perfected by K. 
Hiraenyayyas, Ofe of the nost witty ed intelligent ar play- 
urights end actors of Seoul Fron the timas of the jester 
end farces the stege hepour hod becene a part of the slay at 
the hagds of Jettappa and Veeranna. Hiranmeyya teok the trend, 
shaped and sharpened the stage humour into a potent deuble 
edged weapon end couched 1% in the thene itself. Husour alnost 
becane agbire with a lasso in it. The Jester did nct remain 

a secluded individual in Iiveinayva's plays but popped up his 
head in different sarbs like a clever brahmin fin Besaveshwara), 
a leamed cook { in Fengeanema}, a henpecked husbond (in Makmal 


Topi), an ingenuous pyap (Najukeyys in Devadeasi), or even as 
Secec carne roilpcietnilcivaceequtnaipsbeseubvinstatel 
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a dude prince as in the piny *iechama Hayeke'-. Hirsanayya's 
speciality was in the very angle from which he lookad at 
even profound things. Sumour with calculated apontmeity 
becane the bed rock on whieh the edifice of morals and social 
philosophy came to be crected. It may be said that i¢ wae one 
GE the most prominent of profescional playwrights wio wrete 
biting social satires im which humour was elevated into om 
intelicetual status. His humour gave both a nearty laugh amd 
a serious thought to the soelety and drove deep manz a home- 
truth. lic started from where Peer had left and consinued to 
serye end shape the popular taste by establishing tame social 
pley= intelicectual but numerous~ on the professlona. gtase. ue 
wrote and acted it out Yor immense pleasure and protit of the 


with a 
1 He played with the sceiety, tricked ,end even ~ 


society. 
insulted it, but she soclety loved him sll the mere and leamt 
things with a laugh. Hivennayys poesed avay in his aid forties 
vnile on the stage during a perfemsance ab Coorg a Sew montha 

a8Ge With him the thentre lost one of its illustrisua lumi- 


ASLL eS. 


. Condition of the stegic artist: Scores of other artiats made 
aeep impressions with their potential talent on their audiences 
ek differeit times. They mbanced the prestige’ and nepulariity 
of the professional theatre, but to-day. scores of trem like 


R.Negendraraz, a repnied actor and close associate cf A.V. 
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Varadachar, H.ieW.Siahe, author of ‘Samsara Nauks! sand s 
potential actor, the talented M.V.Hojammea, Bs Jayna, 

VYasudey Gitimaji, Henmappa Bhagayater aid Mah®bele Reo of 

the Gabbl Company, and Mumeur Krichnamurthi, author sf 

‘fRarng Rotipkare’ ere not seen on the atage as they have 
tumed to Slims for careers. Horny others like Basavagal 
Moisur, aa acclainec musiclen<agter of North Karmmatra, Shante- 
kumary an inteliigens otate-comedian, the famed Ceehsachar of 
the Seahakala Mendali who held great promise to the tennada 
Stage have been obliged te withdraw from the stage otviously 
suing to e lack of social patronage and iive by mecis sf 
ocher progessionse viom a third point of view the pretese#iongl 
stoge seems to be unfortuzrte, for, quite a number of talented 
artiste dike Peer, limdignur, Madhavarso Umarji and Uranayra 
who could compare well vith the beat of the actors of other 
xegious died only too prematurely juat at & time whea they 

hed ostatlished theaselves end were moat needed Bb tae thest#e. 


Tt 49a in such avliste thet the theatre centred ite ho-es. 


ven undey the moet disilinsioning circumstances, many 
er, other actor has clun¢ to the stage wath hunger in the 
gtomach sid hope in the eyes. There is 2 real need for the 
eetoy glso for it 1a un aetor that a profensional troace 
reyolyes around ond it is he who gives strength and tlamour to 
the stage. fvon telay, im the age of films and the spateur 
stage, eoclol patronace is eamed by a troupe if it cas 9 team 
of good artists or at least one or two of them who c#e out-~ 


striding in the talait.of the theatyve. 
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The public seems to take more easily and denrly to 
mi outstanding acter rather than te a merited play or - 
inposing oviduetiods for the obvioug reason that while the 
Latter remains static oid monotonous, the talented artist, 
chonges the shades of his portrayal every time mmd adds 
freshness to the performnancc. The saying that Shalcoesrenrre 
is static but Irving is elvays new' is symbolic of a feneral 
brinch. 


Actor is thuc the lite-blood of the atemea 21d the 
pride of the country, - but yet, even to-day, bic e2o0nomic 
condition is utterly deplsrabtie though his social gtutas has 
jiaproved considerably. An actor of average abllity in “Mysore 
who would have talien to the stage for eaming hic Liveng ond 
worked with a profes:ional troupe would get under asrmel 
conditions, am ayerage income et between fifteen aii iventy~ 
five rupees per months he would be unemployed for axeut tive 
months in the years he would have toured about fifteen villaces 
and elles, he would have taten part in about @ hundred per- 
formmecse: he would have become a vietin of habits ehich he 
could not afford end he would have got in to suall debits te 
the tune of about @ hundred rurees a yeas! An acter winld 
become unable to fulfil bis duties after @ regular seryice 


Read Re GT 


1 faken from the etatictics prepared im 1942 by €.qaandurso 
consideriag @eleht sectors who worked in uncertain professionsl 
troupes of Mysore for x year on the avera ¢.. MSE . Conditi.mas 
of actors in North Karmmatak are not better in the total 
though theix income is slightly more than those ef “Mysore; 
nor wave the Living conditions cz the average actor improved 
since 1942» 
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for about £ivteen years and siz out of ten artiste usually 


surfered from tad diséases including fubereulosis end Agthana. 
Geis state of affairs may not exist in the well established 
concemis Iike the Gubblu whereln actors are better valid and 
alloved to enjoy privileses lie A&mnual Leave and maintenance - 
allousnees for fanilies. The otmte of affairg is nct true 
elither,in cxceptlonal coses of very highly talenter actors 
vhose monthiy inéoae would reach the averace of a famdred and 
eitty xguveca snd whom bee profeseional trounes rivelied to 
posscas. It ig net tris either of mm saetresea of even the 
nyerage teLenL for si.¢ vas ususliy better placed ar cared 

for by the leader of the treune. It moy be said ineddentally, 
thet mony a marringe beivween arlista of the sane professisneal 
$roupe hag nade the seneral atmosphere bright and healthier. 
Ga the whole, the geuerenl condition of the professicnal artiat 
is deplorable. Mony a stage-actor ie in no way inferior in 
talet or impression vo a film setoe and yet,the da: sparity 

in thelr economic conditions provides pictures of glaring 
contrasts of extweniticas. fhe economic condition of the stase~- 
setor denends to be considered with all urgency snd serioveneac, 
for, without placing nim in security and stove wmt the - 
theatre cennot be steble md sound. fhe revival and repel 
tio of the professional theatre depends in a lange measure 


on ite artist, ~ educated and economically better p_aced. 


o 
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DEVELOPMMNL IN THE CONDITEONS OF THE THEATRE 


The Perfomance: Dering the short epan of ita life of about 
eighty years the professional stage evidently made slow but 
sténdy progress in the methods of shownenship. Conrddernble 
achievement was made with regard to some of the findamental 
aspects of the stage- yo in the stage music, make bo, sottincs, 
scenery and the very patterns of the portreyal of the olay. 
the theatre often bowed dowm, though unwillingly tc the popu- 
Aar demands ond amended its vays both with regard te the theme 
ond the mmmmer of oresentation. The extent of the elage deve- 
Lopment would veveal iteclf when a drangtic perforrmnce of 
the present day is compsred with the omnes staged half a - 
century ago. Keminisccntes of some of the veteran stage 


artiats belong |to diferent parte of Kametak! 


compared 
favourably in giving a picture of very Similar theatrical 


conditions all over the lard. 


fhe troupe which usually consisted of abkeut thirty 
persons halted at every villoge including the ones ‘shieh had 
just about tvo hundred families and steged plays. Innediately 
after reaching, ali the actors including the hero wne enjovred 


exclusive privileses and sometimes drey the maxinun monthly 


aetna 


mE e UE ATER 


1 @.H.Vecronna (Mysore)~ 'Hoteka Rangadalli Renna Anabhava— 
gelu'e Frajanata (Bangelore)s Republic Day Issus- 1953. 


’ Gayad Sadashivarso: (NeKarnotak)- Reminiscences. (MSS). 
Eendegel Haonumartharao (HEarmatek).'Zannada Stage fifty 
Years Agot.(4 broadcast speech). 
Shivavama Karernth: (S.EKonara).References in 'iHuschue 
menagsina Hotta Mukhagelit. 
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pay of f& 75/= would set to erect the stage ealled Uheppe~ 
vat’, A pit would be dug iu the immediate front ot the atage- 
called the *Ghaizet pit? (Ruxrchi Halle). though acwually, the 
troupe could not afford chairs to put in there. In this pit 
ef about a hundred sq.feet were pus sone Loga of wood to 
improviae a cot of benches for the tunper clase! spectertors. 
When the local Glenitary or the official came to witness the 
play, Ke brought his ow chairs from his home. The stage - 
would be ready by the evening with an encloaure awound a 
gpacious araan,s If it ever raimed in the middle of a ner=- 
fomiarice, the reters would hurriedly bundle up ell the stage 
equipment and yould regune the play only after the skies 
Clearcd. fhe villoger Gave a measured quantity of some commo~ 
dity instead of the coin for the extrance fee." The grains 
were latex sold and money vas realised. Bach play would cost 
the troupe about thirty rupees md the return on a rush~day 
would be well near a hundred gupées. Publicity to the play 
was given by the yillage caller. Handbills were printed only 
by reputed end ceonomically sound troupes; but they were 
kept in the personal custody of the proprieter who would on 
no gccount spere more then cight or ten of them in « viilage. 


T vas tha self-riclng cubtein- a wiracle in the eye 
, ilselt 
of the rural spectatom rether tnuan the play); that ettracted 
the ewiive village to whimesc the performances init&allr. 


fin North Karnatak tha early playa were ugually staged in 
BHaBeS spacious halls of buildings (in the firet floor) and 
80, this reference is in regard to the canditims in fysoxe. 
2 QE od, Grey, SY RRR, SOR, MATS, MeodArTRors 
BAY 0 orc MAK, Sod ates Seo BSS) ley Rosia Vo} dy ’ 
Qo + DV5% pce fERVE TOR a HI SD 
BSI SKY" Has dod - HyTods SorkF ~asHa 
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fhe stage had the gravt and crear curtains along vith drop 
curtains fox the sidea. The drop curtains kent hanging loose 
oud tvavelled om the shoulders of every incoming or sutgoing 
caaracter.s Kerosene lawns vere kept in a row in frat of the 
firet curtain. The prestige of a professionel troupe denemded 
upon the number and cige of the lamps. Stage settines were 
scouty and often improvised. fhe throne of the inevitable 
Ring wes aluays a shaky structure made of m sarrancment of 
kerootne tims or the tool bez and cevered with a coloured 
GLoth. It vag Literelly the privilege of the King abone to 


okt on the Dirbor Scene for want of seats for other menbere. 


Ghere vag no complication of makeeup. ‘Ingablizxa't, the 
natave) B80 provided the foundation colour to the face and the 
black of the charcoal was Liberally used for eye brows and 
mustaches. Crape=Hair was yet unknowi. After 'makins-upt the 
face, the fined touch vas Siven by smearing the face with 
the tgold povder'(Abhrale). Amy pereon could play tre lady- 
role with the help of a plece of black cloth tied axound the 
head end a ctring of axtivicial ‘pearls! dropred frex the 
centre to zesenble the parting oF the hair. The entire equip- 
ment of the grem room vas a big wooden bez centrdinng ali 
the dreeses. It wes on thie box the lemp was placed and #11 
the actors sab around 14 with onall mirrors in hand while 
maxing wp the face. The size of the mirror veually _ndicated 


the status of the actor in the company. | 


4 DW MOGAMIAK LoMAN FYI, WHYS SA KanW Aan DM EY MY” 


A N.Kviehmea Rao Normatakadn Kelavidaru I- p.1i™. 
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Neither was there any such distinguishing feature 
amornysy the different roles as could be marked by the drecs 
they wore. Sometimes it was only the talking of the character 
that distinguished kim as the King from hls agsocistes. tach 
of the important actors vas given a pair of ssexsn, 6 long 
shirt, a necklace oid o head dress which he had to use end 
proserve with care. the artist vore them all immat:rial of 
vhat vole he played; he vore the socks and the necslace even 
afit vas the role of an orthodox Brahmin, lest it was used 
by some Other acter if be kept then in the green -reom, | nt 
was ‘$he usual custom te go round the village to berrow -— 
coloaurfal serees ond omanents for the night's shod. The 
audience usually would discover the omemente as helong/t8 
a perbicular fomily, during the performance. ionetises orma- 
meate and head dresses were borrowed from even the sudieces. 
Quite Ofte members of the audiqice volunteered to lend the 
actor their shawls, walking sticks and ormmana@itea. This faet 
ali once vefleots on the meagre equipment of the professional 
troupes on the one hand and on the other, ==— the survival of 
the west oncicnt theatrical princlple,of the absanee of my 


separaticn between the performer and the audience. 


Plioys were mythological olnsst without excention. 


fo gpcale ox the playe of the Gubbi Company itself, they were 


4 The socks sre given up only recently, A review cf the 
ploy ‘Sati Savitri’ stazed on 10th March, 1934, 7 the 
'Sarasvati FPrasadits Natlake Nandald’ of H.V.Uadeona 
mentioned that King Aswapoti wore a pair of socls while 
performing penance to please the Gods. The socks are 
still continued on the folk stage, particularly im Daddata 
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iKunara Ragene Charitre', 'Prabhayati Durbar’, 'Pancava 
Vijevet, tImdra Sabha’, 'Harischendra’. ‘Dharmapala’ and 
'Guilbakaveli'. If there was a desive on the part of the 
audience to see a different play it was scon fet uo and staged 
vithout much difficulty na it vas only tue theme thet would 

ve really altered vather than the cestumes, make up, settings 
or secnery.! Hogtly the available songs were freely drawn with 
minor alterations to suit the néw play. Actora vere sostly 
illiterates end yet the seeret of the troupe's success wes 


the undaunted arthuglasm and sterling charaeter of tra players. 


Plays were intestcd with songs. The audience would not 
consider hin an actor if he 4id not sing a good number of ~ 
gongs.” Feeh time when the curtain was dow. it wes the cugtom 
to sing ogein from behind to engage the audience ti1_ the 
curtain's wiae. fhe a.ly accompaniments were the violin and 
Sabla and naturally, every actor hod to adjust hia veice to 
the common single pitch (Sruti} of the inatrument ane with 
obvious disadverrteges. Songs were often philosephicel and 
moral in import ond rany of them being compositima cf saint 
pocts like Tiraadaradnen od Kenakadaces they captured the 
eudioes and "brought credit to the performmee.' quate aome 
Inconeruities had come to be accepted, like the Eing samoun- 
cing the @if6 of half of bis kingdom to every ome who brought 


7 Handgal Honwaantharao. Opeclt. 

Bo« MBAS OA DOAKEAY rserded Lrhoo sv Torres Qo. 
Enrd SG, dors SB, I S18) UoeTr9 tyr WSS ESF ak 
AS 6 84 FhoSH HSH SG, SW MOO Bos Sys SYS, 
SAS Sy DEW MS eHAGUS Ao as hash 8H 08 ethics 
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him sem¢ good news and the good news was brought to sin at 
Least half a dozen tines. fhe wild sesticulations ewnld not 
be anywhere near the artful acting. Movement of the extended 
hondg inverlably gecompanied the spoken vord and whe. the 
actor beesmc silent, the tized hands rested on the waiat. A 
king, a giont ond in fact, the hero always engaged his right 
head in the usual heroie method of ttrling the mosteche uhale 
actingy his partner on the stage would be still and cold like 
on iamoevable statue. In fact, ihe show closely resensled what 
Shakespeare put as "An aerleot shildren that ery ou. on the 


ton quéations and are most tyranically clapped forth, 7 


3 
Play-housess Many of thege old modes and methods of the theatre 


seen to have poralsted through tne times for deoades for they 
reveal thenselves glevingly even after the turing or the 
century. With the <tinancinl bettemment of the profearioal 
troupes, their performances did become wore imvésing. She 
WOLL ts do ones cquinped thenuselves with their ow temts te 
provide better shelter to the village audiences and tetter 
seating arrengenantsa witn chairs and benches (Zalu usnes) for 
higher classes. In tig cities, whe the halls prowe¢ insuffi- 
cient 416 house the larce number of audiences, spaciovs nendals 
uere constructed. The Palace Goffpany of Mysore started she 
teadition of constructing them Im 1690s and by 1920 Yaradachar, 
Veeranug, Shivahetti Verkobarac, Gerud and all other important 


Tapani war RRL 


q Youbet. Act TIT. Scene 2, 
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professionals moved vith their beavy but ready eguiirment to 
construct et a chort notice, spacious vandals ag to imuse even 
1,500 ta 2,000 cpectaters. Later giill, the zine sheet sandal 
put up in 1934 by Veerenne in Bangalore and “ysore for shoving 
the play tKurukshctra! had the capacity of sctommodaking 4,006 
spectatora. The Gubbl Company during its extensive tourinre of 
‘the South Tndila after 1935 had to move only in speci2] trains 
because of dis dumense touiprent and personnel. In aldition ts 
the luprovised ‘theatrcs' for shows at different vistes, rem lar 
play houses Gaae to be constructed in big cities of “ysere - 
Stete both by individuslfrrorrictors like Veerazma and 3, 
Hizvennayya aoe inetitutiona. The minicipal "lo wmhalle' 
that sprang up alnest in every important amaell city of Mysore 
made speeific provision fox staging plays by visiting trou_es. 
Such bountiful construction of regular play-houses i: not seen 
in North Karnetak thoush the big cities of Hubli, Dhaswar,~- 
Belgaum and Gafeg proved to be exceptions. By the yaar 1950, 
every important city of Xumatak invariably had ite am play~ 
house. Tt i6 a fact shat they lecked the fundamenta. carvyeni- 
ences of seporate grceen-rocris, good yentileation end decent 


seating arrangement. Yet they provided a place for nerformencea. 


Neither the troupe nor the audiences eeemed io have 
minded the manifold inconveniences but after the sivent of 
the Taliies lnite in 79308, the stage sufvered a majonm ret 
baci, because wany of Lheae play-houses were immediately son- 
verted into filma housce. Some others which persisted in conti- 
nuing ag the play-houses yielded later to bécome godswne during 
the Second orld Ware A fow of the theatres in biz cities like 


SCG 
angslove, Mysore, Mongelore, Tumkur, Hubli and Gadag 


however, remained only as exceptions. Meany a troupe which 
could not attord iis own pendal sufvered a gradusl denth. 

fhe years that followed were gloomy for the professisanal 
troupe end 1% looked that after the heat-blast of the Second 
Yorld Yar and the soaring up of the prices neither tke city 
nor the village aowld afford to lild playehouseg. ht soon 
the tolking film broveht a revolution and saw to it that 
every Cood villoge boilt its own fiim house apart fran the 
cities vaich afforded scores of then. Leading cities, parti- 
cularly in the Mysore State tuzlt tens of then at hure costa 
but even the biggest city in Karnatek has not got xxx to thia 
day a vorthy play-housc with sufficient stage equipnet, sro- 
vision for theatrical devices omnia henlthy and comfortable 


guditeriug. 


Duration: Stage was the play~ground sf Gods, Rings ars! cueens 
even in the first querters of the present century; ther tinlied 
and aang anid sang ané telked' with only sollilsquies and baitles 
in betuecn ~ sexving so the teste of the gallery to pet from it 
tlacps ond "once more's'. The professional slay was yet a moral 
preacher with long sermono. If usually covered a span of ut 
isast five hours. Sach draw: ous perlormances could not be 
afforded excent by the very leisurely spectator. Phie eundition 


which prevailed in 1928", had not improved a bit even by 1945 


1 « MUEATY, HCobavaAL Sagan’ Bums Se ye Hoasys 
VR DYW GohT Molow er A TY . Kody Ms PA saa 
SU SEAQS, Bo HAY OY Be %s Seem ters & 
VEMS KS TA , Mes ss GAS Lawn ges SAR syrs 
SINTARS OASYS treaty Some ney. BOS Sosy AIT Tc 
ALS FeSO — Rgo¢ StoS2 3 NO.” ie a 
Toray 99 ~ HYASO afos. Hes Od. 
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when *Kurukshetrat of the 'Gubbie’ usually went on for eix 


hours 


Many a time the sleeping ‘spectator’ had to be dis- 
turbed ivom his slumber for the final scene. * Sones ané goli-~ 
Loquies were specially devised to pad up the play to cover 
wore then four hours. A series of attacks on the unietessary 
and unacalthy length of the play gradually reduced it into the 
Limits o2 four hours hy 1940 end brought out a better linity of 


impression, 


Stoge settings: Settings and scenery play a spacitu? scart on 
the stage to help cresting and sustaining the 1lingion of the 
droma.e Tarly troupeo of Karnatok had a Slimpse of the mighty 
contribution of scencry, settings und costumes to bhe iulfil- 
ment of the ploy from the oerformances of the viortisz Parsi 
troupes, but they themsclves de not seen to have takm the 
Lesson $111 the tumine corner of thetjth century. the valace 
Company of Mysore vas perhops the best equipped troupe in ites 
tines. Shirekatyi VYenkobarse and Shivamurthiswami Kanbarsi- 
math of North Namatak peid erest attention to makin= their 
performmces pompous with fabuieus stage equipment. Aany an 
obher troupe had bet the four inevitable curtains of the - 
‘Durbar Scene’, 'Forest Scene!, ‘Street Scene’, and she 'Home 
Scene!, The saae curtains weve used to pravide the bstkground 


for different scenes of eny play. These comron curtrine that 


} Vaehvetametakn~ A Bangalore Daily. 2ist Januery. 1945. 
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persisted through the tidés later acquired seme of the 
incongrucus paintings of mederm subjects and = belé blatant 


mention of the peinte: 4 mane, Even mythologieal pieys were 


So Fe 


staged with modern wadiylde AES. the background and mere often 


then not, the veryedhea aa ay principles of providing appre+ 


priate setslngs, sos ea toi 8 GoStumes, ermnamenta and weapeng 


¥eflecting on the tiniéc St the theme were dlearly Misuted : 
by the equirment used ani the phay.! Many a tame the effet 


of 9 moving sequent . EOF pieGe of good a@iing wee shattered 


if 


Rofoq2) 
by an odd and ugly eas mé and umatuyel géttiings. "I2 


dd... 


you stood in Feeigist these curtains and play « comedy 
oe 
4% would surdly Sem a tragedy oid a trageHy would 

pees a Wilsriousg domeay . 


in spite/ omit tas 


The curtains pers sted 


fhe samc Lack at juidgenent was witmessed in the make 
up and costumes uhich ofteA Loskéd strikingly unreal. warle 
the fineucially umsound tréapea borrowed smreea and made 
poper-crowis, the rich omec provided a pertect seatEast, for, 


i 
wants vas lacking/one wee Lully overdone in the sthar. The 


troupes oF the second aetegory some tincs went te the extent 


By oSreU a, SUC SUL dy Lady, CA6L wSoCeAG a Hosp, 
Fe, US Sid YH Soogy SHA | Ses F6 RO Bos AVALON 
Sees ateHo0s S SOMO ME AMO doe Tet.s SFA arveriy 
Exod VHS Hey Say MeH OT Woh AuwGss wks, 2 
hy Hr ACS Kve OF FS rg SoD ped) NSE, Fy oe 
ce S19 ATS Se. Soseos A GSM » VON Sool see, 
BLS AS x GoX FOL Hos SMS Gy OSW UO BovaKys A, 
SoKryy Sd o43, AAA)” 

be BES YNoSay F AA ywo wares won” Bes Vn, 


2 Havindvonath Chattopadhyaya: ‘Kala'ts Sept.J931. pel. 
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of presenting 'Shakuntala’ the innocent hermit girl in heavy 
and fnbulaus cogtuncs. ‘Some times even with a wrist wotch 
- ond spectacles. | Till the beginning of the Thirtics, ea 
Glaring artificiality in seitinge, costumes and an ovec~ 
colouring in the make-uy seems to have been an accected t. alt 
of the professional nezfomnences. fhe neke-up Looked sn alien 
to the Indien themes and settings that as early as in 1024, 
Jinaraj@® Dase pleaded for a change in the method of ~“lay- 
presentation. © We live in India snd let us give a nicture 
of Indion iiice nowhere cise is make un ever intmded 
to disguise the netionality of actor.... Such er fomcus 
Inslish acter aus Sir Beneroft comes on the etase for 
many a part without touching up the face in the least 
degree. °° Yet until the times of veer, there vere 
bat a few instances of agreeable and natural sebtings in + lay- 
production because the merit of the play of a profeesiaial 
troupe Game to be judged catirely on the qualities of transfer- 
scones, settings, costumes and dances performed by nies 
rather than the merit of the theme and plot censtruction. 
It was the aim of professional troupes to compete and ovos= 
shadow the fobulous methods of Parsi productiona and some 
like that of Veeranna, of YVenkotrao and of Shivemurtniayath 
did suceeed in their citempta. 'xkurukshetra’ of the Gubbi 
Gompany can be cited as on cxample, for it attracted thoisnnids 
of people from the yviiloge and city alike because of ite 
fabulous tremaeter sccnes of Erishna's apartment, of ‘Geetona- 


deshe’, of 'Sharatalag', md eleo on account of the scverent 


* Hl. Ke Veerenlagouda. iNenaa fatasashalegala Sthtti's Rangebhoori. 
Dees 9 19266 pp. 71-74. 
2 Jinerajo Dasa: Proeecdings of the Firot All indie Oram.tie 
Conference, 1921. Reports. pp. 69-71. 
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of the elephants, herres and chariots across the etage in the 
var scone. It beeeme on imposing example of the mozt pompeva 
productions of the Kameda Stage. It waa spectaclar with its 
merit in settings and scenery. Many e professional =roupe 
aimed at emulating the daring example of the Gubbi Company 
but at the cost of their lives. Another set beck waz suffered 
by the gbage on account of everdoing the setiings because it 
snoriziced simplicity snd symboliem. The advertising handblils 
of the carly Thirtics reficet on the tastes of the audience 
end atbractions provided by the stege. In boid print they 
snovieds "8 Nev Seenery i New Dress if New Play ti] Wemen slay 
roles 2 There are Farei dances! Artists have been hanoured 
with trophice and nedals by Rajas ond Maharajasi. . girl 
aged 16 years will also take part inthe plays! The hendkilis 
usually containcd some varmings ~ "The audience may shout 
‘ence more's for a song; but it is left to the entire disare- 
tion of the actor to sing 1t aguin or not! Police will he 
present during the performance and will take charge of persona 
who change from lower classes toe upper clazees < ‘m no account 


will the money be vefimaed." 


Stage Husic: Music vas rampant on the professional stage. 


in North Kamatak it vec shaped by the Indigenous felk and 


2 


hone tunes,” and later, Ly the Marathi stage songs; while 


1 Hendbilis published in Rangabhoomi. Sept.,1928. pr. i2etS. 
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in Mysore, it seams to have been developed on independent 


lines though a few tunes ‘were borrowed from Bombay’. 
Varadachar refined the stage music of Mysore and ast new 
fashions in singing the ‘Manda’ end 'Vritta' in classical 
Karnatak music. Lyrics vere often couched in the set nuta- 
tions of sone of the vompositions of Tyafaraja. The play 
itsel? vas opened with e Yritha in the raga 'Netat and was 
foliswed by @ Kriti in Tetugue usually of Tyagsraja Both 

in North Kammatak and Hysere, the professienal aetoe indulged 
in lengthy musical cloberations unmindfal of . eisher the 
duration of the play, ites propriety in the sequence or unity 


of the impression of the performance. 


Music and dance ware the fundamentals of the theatre 
but then, Bhorata varned egainst overdoing any of tiem at the 


cost of a harmonious blending and peavty. | The professional 


gtaze sonchoy upset the balanee between music and other sapecte 
of dvama by overdoing the former- especially in the early 
stages of its caresr. Almost every speech and situacion was 
musicatly elaborated inte excegses. A atage play in the first 


quarter of the 20th century usuelly had ‘eighty to aundred 


2 


gongs and tuenty to thiwby ‘Kanda’ and Vrittat.© It was not 


different on the Marscbl stage where mugie had beceme ‘thse 
greatest blemish of the Harothi productions.” Arjuss in the 


ee 
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3 RKeYajnik., The ee Theatres p+ 122-6 


Sis 


pley Sdibhedra’ had to sing tuanty-six songs in tree first 


get akone. | 


It vas the same situction all over eucth Indic 
and the Telugu Theatre in particular is sard ts have heen 
influenced by the Learmade profecsional troupes with resard 
to its masical excesuua.® iven at the oddest mometts Lilt: 
the fight and escape, susienl elaborations were irjulgzed in. 
Sven Varndacnar paused to sing Igisurely sonze vhale chaaine 
the deer as Dushyanta eae escaping Draupadi ac Keeches_ 
it vas common that the hero seng Sefore chasing ths bandits 
who abducted the heroine~ eluborwting as to what hs vwavld éo 
to the bandiie when he ceught then. ‘A mother with a child 
at the point of death would sing a pnilhetic sens is tro or 
thiec ragas keeping neriect time the while, and it mst he 
said to the credit og the child that it very oblisg_na blr 
rorused to die till the musie also came te a dying eclose.! 
An ‘gable actor’ come tines ignored his role cnd ¢zformed 

a retular muoieslh concert by singing the favourite songn 

of the audience in respense te their appleuses, wh stles 
and‘once more’s. Ang if i$ wae a musical duet between 
vivals; the audicace themselves had to intervene & %2an¢ 
about penacerul ending of the play? dusic, inetead if - 
lifting the play into Loftiness Lifted iteelf nt the cost ov 
a £air baimec and o geod impression. 


RC nee eee 


j Gaxud So@achivarac: Reminiscences. (MSS). 


2 In his introduction to the play ‘Chitre haliniy:’, DT. 
Exrishnesachariu, the father of the Telugu Drama observed 
that he hod to ¢i1l the play with sones as ithe Tannade 
plays are 86 full of them’. 


3 In the pley 'Chitrangada’', when Arjuna (S.Rama Lao, a 
Gourt-musicion of Mysore) end Babruvahany (H.Shrinivas 
Iyengar, also o Court-musicinn) went on for more than two 
hears with nusiesl ‘caval and javab! in verious different 
gaged each aiming at ousdoing big profeavional rival, the 
audience had to intervene betwem them; Hangeth mi.Jvly, 
7926 . pele ® 
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Meny on artless individual found place on the stare 
beeauge of his or her misic. Though an illiternts, 9 dancing 
gixvl ployed the heroine essentially hecnuse ef her musical 
abilities. It became a hindrance to the progrenos ca’ the 
theatre and an insult to its morality. After the ajvent of 
soial themes the undue in,ertance enjoyed br musiz on the 
staze tor decades steadily sank. Eolighteued articts Like 
Garud, Raghnavachar, Yeer and Mlrannayya were eongijerably 
responsible in showing iss rightiul place in the drana. The, 
established with the examples of their performance: thet ep 
ploy~ social, historical or evén mythological con] sustain 
and capture audiences without wuck music in 1t. Phe; cnoved 
that o veal actor with 4 vational portrayal could osill make 
a Glorious stage coreer without the attraction of ausic. 
To-day, the stage music is at ite Low obb if not totally 
absent, ‘he professional stage has yet to kmow that the 
objection is not to the stase music itsel?- far from ite 
pat to an ir iscriminate enployment of Lt; it has jet tu hit 
at qa compromise between the excesses and a total assece of 


ibe 


EOdEN OF fhe SAGE: 


Ag in Maharsstre and unlike in Renval, the professional 
theatre of Earnotak= parLicularly im lta early period avoided 
the women fron the stage. The Eritapure Mandell, tne Nalsiri 
troupe, The Palece Gompeny ani the Ratmavali troupe of ‘ 
Yaradachar hed inpressive stages carcerg without iacluding 


woaen-artbiste in theix performances. Carud Sadashizaran 
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started hia trounce in 1976, but 43d not entertain wer ene 
arbiste until 1937, when a resolution wen nassed by the 
Second Dreans Contlesence at Rangslore in faveur of inctacinc 
woren in the theatrical perfermences., wonen artigts terc saen 
tat ap ckeeptions on “he whaxe $112 the od of the second 
decade af the present century though they were encourered 
by the Honnaux Compeny in Borth Rarneatek and by the Gubbi 
Couparnr 2 Wyuere ag early at during the last decade of 13th 
century/their experiments yielded the exrected reoutis 
becnuse the performances got @ netursl tone and the coqvereial 
idee] of the theatre vaa better fulfilled. dervr a traucs 
hugeied to find wemes-aectiste with goed voices and rug.e, 
and brought dencing girls on the stage. Their examolea, however, 
were unucicome in the cre of the coclally moral orth dox fox 
‘it aade the actoz yield to immoral influences on the one 
hand and rrompted the sudience te measure the worth «f9 


pley on falee values’. 


Starting trom the eariy 19205, there crose a biiter 
contwoversy regarding the inclusion of wonen in the theatre 


both on the prodescicnal sud amateur stage. Indiyidurle, - 


~ 


ai > Neeerteken telteey  rd + Ge 


4 Avelleble evidence! indicate thas the Gubbi Sompar.. had 
a Ledy artist by same Hajomag by the yeor 1897. ( an. 
Stage Centenary Yol.d= ye93). The frret lady artict of 
North Earmintak vas one fallavua who joined the “Tomnur 
Compony of Shivawurthlevoni Aenberginath in 1889 to play 
icaving roles slong vith her hushmnd Gurglingappa who 
wae a wall known artiab of the some troupe. : Collected 
from Tondit O.YeNovalie HOS). 


institulions and the public took an active anterect in the 


controversy. | 


The morally orthodox section of the theatre-mers 
opined that exemples shoved that a men wuld portray the 
women's xyole uith on ease and enphasis that cuuld hardly 
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be achreved by the self conscious actress.” ihey amid that 
only the morally loose vomen (professional dancing viris) 
with their single quelificetion 1.2 musicsl accomplishments 
yoltmtesred to the staze and rendered the teaple of the ~ 
theatre inpure with their bad veya and that it was an irony 
that such women, morarly so low, portrayed the roles of 
Secta oid Chandranati. They said finally that the dram: 
itself vas on illusion~ and if the man played the woman in 
it, it vac a park cf the illusion. the folk theatre 1: its 
reprasentative modes like Yaktshagana ond Bogdata Bé nat 
extertoin women artists to play lady-roles tut had not seff~ 
eread a whit in lts impression. 
Oe ate Male ia 
1 sdeaxsed correspandcace vent on,the columns of news papers 

and magagines. fhe Anmgtcur Dramatic Agsocistion arranced 
@ public debate on the subject in Novenber, 1931. The deha- 
tors wont into heated arguments, The prompters in favour of 
the incinsion of womenenrtigtes pleaded for popular coneider- 
ation ae the stage would be Unrealistie without women ike 
in it like the tample wihout God end house without housewife; 


but the audience voted A8s1NST including thea in taestrical 
performances. 


2. The tena orthodox opinion prevailed in Maharastta- that 
gifted boys could do full justice to the female roles, 

could act without ummecessary shyness, could speak more ?igt- 

inctly and could win a higher glory by evercoming jue hand1- 

cap of nature. Neport of the Marnthi ODremeatie Cont#erence-Poona. 

4928 1929). This was oi course a modern view es against the 

ancient eud orthodex opinion expressed in Shivaleeckamrita 

which preseribed a methed of purification for even he vio 

Saw amon playing the role of woman. 


SHAS SSCL sroano av} 
Kiwi Sys Foo kt unary RS ses BINS du 
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Counter arzumenats were Launched by the peonbe of 
progressive thought. They Left tre question of the ortist's 
immerelity te - his own individual concem and casidered 
entirely the theatrical ars itoelf. To then it wes oily tos 
notuval bhat women played women's roies. | Even tne beet of 
actors while portraying the Lozty roles like that of Seeta, 
Savitri end Radha causd at best etpress Lusi but 19% Loye. 
Only a wortan could infuse a cheerful mtmasphere ail vound 
end put en end to the glaring emyression of free loveetalk 
indulged) on the gLage by ithe 'tmale-females! and tie resultant 
bad example set for the young boys and giris in tie audi- 
torlum. fhe woman was to have her rightful place om the 
Stage ag she wes en 4nneparable aspect of human astivity.* 
They pounted out the possibility of women taking ~art in 
ancieut Saaskrit dreme beesuse of the creation of the role 
of ati? mad the hint crovided by Ralidasa thot greet 
vomen-artiats duke Urvashi playing the roles of heroines? 


46 Seo HOEK GU sey BAW FM Stat Sows syne tor 
De eh S SYK GH LAo HK Hy ard Kors He GAS assy 
Fy S.Sh. Se D4H SSQ Cot SoS dh BSS SP Babel) 
0S SO M Ay KoA K any So1I9 6 Sy Se xt WL yer 
fe Sh Pesok root ~ 
ES EOL Sy — Tod yeh VASS nboy KyeSvy 


2 Kamoladevi Chattopadivyays Rengabhoomis Feb. ,192t.p,84. 


3 'Vikramorvashiya! denis with the theme of Urvacki vlaying 
yi: bue heroine in Sho play ‘Lakshmi Swayamvora' where 
che dDlundered wtter.ng the newe of Pururave her Lover. 
ingtead of ‘parughottama’ when she was asked by her 
'Gheti’) as te who she vould marry. 
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They spoke of the other regional theatres, particulariy of 
Bengal vhich made a great progress oy secount of their women- 
artists who uniformly mginteined the dignity and hish atan- 


1 


dards of Hindu ideals’. Pais the controversy did considerable 


duste-raising in the third decade of the rresent censur’, 


The subject could have substantial argumenté on both 
sides, but it wee to = considerable extent true thes many mn 
iiliterate ae nde! Low women hed nade her advens on the 
stages Though added Gongiderablé glamour to the stage, these 
womeds became instrumental in the fall of many a proaising 
professional troupe both in North fermatak and in 'f core. 
hey could be cagily tenpted by rival cocpanies with a 
higher revuneration aid on such c¢ensions they seemed to Lave 
mo aGraples. For quite sone tinue it was not the merit of the 
pley nor the dignity of showmanship that counted to meke the 
play populor but the nuther of gizla that took vart in it. 
Thus, Af not for the aeke of nerality, for the preservntion 
of the theatrical art iteelZ and to bring ahbont 4 cerreet 
perspective tounrds the theatre, the ery arose shouting the 
yornan ont of the stage. The rational element of the arsunent 
expresaed itself in the a,peal for wives te act alors iith 
thoir husbands ond the appen} for the cducated men amd .omen 
to tale to the stage. She dawn of new reagan brought its 
bright and vara light oid from the 1950s, many en exam lec 
of au acter marrying an actress could be cited. The aumbex 
o£ women artiste steadily increased on the vrofescimal stare 
and some of the sai eiea atta eectnemE (Bharate Janollasini 
Sabha sné later, Gubbi Coupany), fripurambe (Gubbl Company) 


Siena nepennersnemcamiiinan 


4 ReKeYajnike The India Theatre. p.125. 
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fLakshmihal (Sahitya Sasrajya Hetaka Mandali), 4.V.Rejamma 
(Chendrokela Hatekn Mandali of feer), BeJayanna (Gubbi + 
Company), Gangabai Guledrudé (Viswa Gunadarsha Mandeli of 
Yemanarao Master), :: Bolisvi Tabita . Mitrasand?1i of ‘idvanne- 
yya)s Sua doranag (Chasu:deshuari Company) added grert Lustre 
to the professional theatre by their cxquisite perficrmameces. 
Aport from the women's troupes as that af uakeshaeshear (Stree 
Natasa Uondali) actresses like Gmegubai Guledeudd 03 orth 
Karnatak, Nenjasaai of Semgelere and Kemsalenma and Lakshia~ 
Soni of Mysore founded and led therr oun professionel croupes. 
ULth the inerease of the ilberty of the individual i: the 
field of art~ as in other Plelds, the society sradusnlly 
lost both the right and interest to question the artagt of 
hizo ‘morality! and the controversy that ralscd a dugst-storm 


in 1920s no more Gkisted after 1946, 
SEVSIN By 


In spite of experiments and succesges the vro€essi onal 
gmbave of Kamaink scens to have taken a curve tovards ite 
desline in the 1950e. Cnsuaca for the decline could se groued 
under external influccee aid internal wesknesses. The moat 
fomidable of the oxtezial influences was the advent of the 
'teiie’ flim whieh became an over cowering competitor with 
the theatre which hed remained for decadea the singla medium 
of entertainszent in the cities. The film cane at a tume vuhes 
the people had started mepouring their money's worth. They 
neturably took te i4 fos it was a cheaper mode of th= nove 


colourful entertaimment, Playhouses got converted inte 


foes 
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film houses. Reguted artists gave up ihe stage in fayour 

of the screen Lor it provided them more money, steadier lite 
ond wider popularity. Phe stage sradusclily receded from the 
olties and teled to find its moorings in villages owt som 
tame to be diapleced by the touring talkies. Exeepving x 
fou of the vcll-to-ds concerm™a like the Gubbie, the 5.5.% 
Hataka Haiwdeli of M.Y.Sehoidu, Zumoreshwara Kripa Foghita 
Hatekn Sangha of Gadog, Rela Vaibhava Hotya Sangha of + 
Hilgi Balappa, and Sharada Sangects Noteske Mamndali 7f Gokak= 
whieh could still stege vinys in cities even after paying 
the entertainment tex, others soon crumbled dow to the 


fNnoGe 


@he second of the exXtexnal influences was the steady 
importance gained by the amateur stage which stood sa a 
geriois competitor "yith isa *inteliectual’ playa, refined 
methods of production and better taste". It vas th: gift of 
& trac gplvit oc vennissonce that cone up in the 1930s. émateur 
Stage~Tthhe gtage of the intelligentsia! agave a rude shake up 
te the profeosional theatre, its themes, plot constrietion 
end its productiona, md mede it pick up social aubrects for 

se Gromna. Bub when the profeselonal troupes receded to the 
viliancs being unable to bear the shoeka of the filu m4 the 
anoatbeur gtage in the cities, they found that the so¢lal plays 
were uot received with as much vwelish as the mytholosical/in 
the villages. ‘The profcurional troupe had to toss betwem the 
oity end tho village with socind end mythological plays 
respectively. It stvugeicd to survive without any seere for 


CoMmprowtl se< 


and 

Possibly even morc then the external influences, 
ita ou intermal eauses and conflict foreed the profesaien— 
al satege inte on early decline. The professional gtage never 
reacted quickly to the cheangiug times end tastes. Tt asnally 
repented the sone old hackneyed plays for years at Length. 
the ertlot was olweys disgruntled for, excepting the leading 
and economically somid troupes, others did not pay properly 
ad regularly toa theiv arulsts, oud so,they eimed at ~ 
prentise oub end opening their own companies. The allegi- 
ance of the artist vas naturally underendebles like the 
Sparton soldier, he could be tempted to join the rive) 
troupe with slightly better material advantages. ‘Phe 
&eneral comrhalnt that the professicnal ctage reagined only 
a3 the last resort of persons "who were unfit for anything 
betcer™ was full of necting. | the ghase waa censidcred to 
be the casiest profescion and that proved its real bane 
in the path of progress oad nrosperity. ALL these fectors were 
nativelly imbercomected and moved in a vicious cirele,each 
acting md veacting on the other and a1] together contri- 
butting to the gtceay dowtfeil.of the stage. 


AN HESEIMAGSs 


this broad and ropld survey of the profeasionalL 
theatre of Rametak vould sursest thet in spite of «ts 
blemishes and execesses, 2G did fulfil its parpove to a con~ 
sidernuble extent by rajasming a sotential imebitution of art. 


qs SoRtwaWosn CIKWS SALAD Ory art "WAU. <rishnaraoy 
Rengabhoomi., Tete, 1925. pelG2. 


_ié made @ Sc ePLLGs, considerabue both in merit and 
volume ta the Kannada dramatic literature. Ags a poverful 
medium of art and culture of the Zenneda eoumtry, it grew 
into a lofty stature,targht ite patterns to the other 
provincial thertres ag much a8 11 leamt the saliert ~ 
aspects fron them. It did produce playwrights and stage 
artiste of immense skill od understending- some of when 
dike Varadachar could te counted anong the best of the stage 
artists of any country at os particular timc. while still 
in prosperity, the professiomal theatre met its dechine for 
itcevidatly unc too rigid for the changing tastes; bat by 
no means kad if cutlived its whility. 


That even to-day the reople are enthusiastic and 
sympathetic to the professional theatre 1a witnesned when- 
ever 4 pley is announced in a busy elty. Such instances are 
not ware, Zor 9 toun like Eabli provides crowded hoages te 
a ploy Like the ovtmeded ‘Kurukshetra’ even to-day. This 
evidences the populer ayapoathy shown to the professional stage 
even in the age of the three dimensioned filus. It 9 in this 
aynpathy ,the hope and Dvture of the stage lies. There is 
something mechanical and monatoneus sil the time absut the 
shadows of the sereen walle there is o direct touch cf ~ 
nature on the stage. fhe differcnee is as between the musi~- 
cal pertommice of aq Geative genius and a sremaphore record. 
If not for argthing clse, i% is for the sake of this direct 
contact ond intimacy betvyeen the artist and the audsence the 
theatre needs to be preserved. The preaervation ean be 


achieved and ite future essured escentially by the vrrofeassional 
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Stace where the artist devotes hin entire life for the grke 
o£ the art of the theatre unlike the amateur~ and to 4 
couplderable extent even the folk artist; the preservation 
ig possible when the socicty Greates living md groving 
conditions for the profeecionnl troupes. the profecgional 
troupes also necd a comsslidation for the acke of regurre~ 
etion. hey wl have to feel the pulce of the times and 
serve not like a slave tot as on eAlightened friend. The: 
will have to avail of modem aneaitivs of the western stage 
“in the interest of more convincing productions. AL thos calis 
for a eo-operation between the society and the artzs%; and 
uben achisveds, the theatre can st21l Live ond grow again 

ag the Peoyles' University diffusing a bright ligh® of 
knovledse end a vejuvenoting cheer all rourd. After the 
National Independence, there secng to be qa growing awareness 
af the duty of the caumtry to its theatre. If the awareness 
wesults in consolidated accion Leading to the resurrection 
of the professionel ihcatre on stronuzer Poundatious, the 
society would regain a great institution of art, an intinate 
gnd benevolent friend, philosopher ad guide for its sm 
pleasure and protit. 


+ anil 
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CHAPTER ¥ 
AMATIUR THEATHE 
Gircunstancess 


} 


TZ ‘necessity 16 the mother of invention’ 
in the Piet of sckemec, it in serhaps the mother of 
innovation with regard to the progress of arta and 
particularly the theatrical arte Ii is true that both 
inveution and innovation draw on the vitals of the 21d and 
former formas end substance, but while the former suzgests an 
entixrciy new oreation, “ne Latter seend to keep a mare 
intimate link with the past. Immovation im the fleid of the 
theatrical art whan viewed from this angle, strikes ecseentially 
del eaetiuoaney deviation from the established and perhaps 
‘hackneyed! stendards. £4 vould oim at on inprovemenk on she 
existing phese and providing a now intermretation of it, 
all oving to the necessity of » situation of considerable 
diesatiefactiong a dlssotification that alone ccull move 
the bheetxyé a step further in the path of ite progrnes. 

* Bhe milestone reached by the theatre is vhat is commonly 
called "the amubeur phasct vhich lays emphasis on none 


profeggional and non«commcreial performances. 


fnc Anateur theatre is harély e centuzy 
o1G in India. Its birth in the Kannada apeaking laad about 


four deanics ngs seens to he essentially due te three 
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fundamental. factors thab acicé ond reacted Gisturtiag the 

oll pervading unkealthy apathy and providing new theughts 

end vielons of theatrical pregress. The factors ocosld perhaps 
he Glagelified as the excaases of the professional imeatre, 

the influsnee of the study of the vent and finellr, the 
tendencics of the nedem: times. 


In the aye of the telasges!, the profuasional theatre 
was cocentially catering te the 'masses'!. Har) a aspect 
o£ the vzoteselonal performances did girike as crude and 
prinitive from the wesverm stcudarda and the professional 
exeessas Came to be ridiculed and jeered at by the Lendins 
wiiters of the Amateur sta;e. Pinys like *Nevkegpns' of 
Sor, 2. Eallasan, 'Natexavembo Nataka’ of Kearanth end 


of Srivensa ell in the save tone cave 


rich and loud entertsirma.t by demonstrating the ades and 
axcesees of the professionel theatrical netheda, with which. 
nodém mind could not reconcile. The situation vas 2m a way 
siipiler to the one prevelling in Russia befors the advert of 
the Moseou Art Theotre and she protest was similar in nature. 
Et was a protest ageiugt “the customary monner of aebing, 
againet theatricality, arsine bathos, againgt 
declenation, agasnst over~acting, against bac monner 
of production, afeinoet the hebituel scenery, arzainst 
the ster system withes epéiled the enaenble, 
against the light and farcical repertoire......"! 


Hore them even thease, 1% vag a protest avysinet the themes 


1, Stenislavag, Father of the Moscow Ari Theatre: aioted 
by Reh. Yainil. The Indian Pheatra, pe 240 
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of the profeagsional playo, the guage-musie and odd settings, 
scenery and presentation. Fhe profeasiqnal Aalg no Longer 
scarve a particular section of the ssciety which was fast 

changing its tastes owing to the in«vitable influence of the 


impact of the western wars of life ond letters. 


fhe impact of tha ieiglich Imiguage and a study of *+he 
yoestem methods of the thestre added considerably to the 
growing Wnregus’-It disturbed to a considerable degrec, 
the tine honoured faith in several /ineluding the azeented 
nethods of theatrical production. ‘the hard practicali as 
coupled wlth a sense of scientific investigatios - a sim 
of the study of the west ~ penetrated ints every anpect 
ox Life and art to uprost the established things and cuestien 
the naecepted standards. The new age marked a clear out 
ditferenes between the class anid the seca and the former, 
which hnd the benefit o the study of the west imbibed a 
proncuncee onthuclaad for experiment. Ib loved the stage 
Sor the agke of oelft enjoyment wether tty for Dinanelial 
considergtiona and dubbed the orofessional theatre as aut 
moded, Fhe asc of traditiong end cugtoms was fast éwindling. 
tythoLogital and bkistericel thomes were soon Losing thesr 
hold, ac they were dubled incapable of catering fond for 
thought. It was concidervcd, not wrongly after all, that 
the finoncioal aapeot oF the professianel theatre wae entirely 
responsible for rendsxing the stage subservient ta the 
undenendable tastes of She audience. The fmatenr stage is, 


to a omsaidecrable extent, thea result of an all round attanps 
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to extviesdte the dramstic art from the grip of commercialiate 
in order to add grace, honour and dignity to that ‘debased" 
progession. Thus, 4 New conscLousness waa awakened and the 
telonted reprecentatives ef the classes desired to pring 

the benetit at the veotem study on te the Kaanuda rtage 

im oopite of the ineviteble eopocition projected by the 


conseryotive section of the seciety!. 


Shirdly, a fundenental character of the moder 
age ig the. sczerible for time. fue individual with his 
wlitidertious at@tivities coule hardly afford tame for long 

envertaimmest as his lelsure was most rigidly limited. 

lie 60.214 not gqpand, ag an the past, long hoers in the 
theatre wlinecoing a professional slay. He desired ts 

hove op altemntive vhich cauld give him a rich evtertaimment 
within tee shortest epg. of time, and possibly without 
involving him in much cf expcuses. The Asateur theatre 

could meet these demands 265 much as it would be the ideal 
pLasfons foxy ihe aceoupiished and educaisd artists who hed 

q flave for the higtrionic. fo them, the stage cpuid be a 
hobby gor they pursued different occupations. Thus, the 
onabeury gbage wag thé rasuli of a geasral demand for same 
thing naw ead something different trom the heavy, ous moded? 


professionel playse fhuis, the dissatisfaction of the conditions 


“EQYRT, HPRAS, SoG gewey Leh Saabs YY. 
VNASS Cred SKK) SC Aasy$ J arise 2 Sottn £5’ 
ae ous EuSON------- Uvoqsefems GAday BsorjK) 
Wey Ad AS SOW WALW Gussy” 
end. Kodo & Has -: SANSA E aes Fay” 
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obtaining in the professional thentre, the new Light 

throu: by the staiiy of the west and tie fundamental urre 
fox seit ezpression of the modern intellect Leaning towards 
histsionic art, ell together brougks about a deviation fren 
the Profeselomal theatra and moxised the bicth of a rev mode 
of the theatre of Kamatek - the Acetenur Theatre ~ vkich 
perhavs unlike the professioual theatre could more eagily 


cawextiet with the cimeanp. 


Chorscteri gticgs 
Aaatour theatre, Lhe reault oF @ 

fonaisgance assumed sate ney characteristics while ahedding 
off some of the cheracteristics that . were congidered funda- 

nenteal Zor the profesciouel stasa. The new stage icid a great 
| eaphasis on en intellectual treatment of a theme backed fully 
by Feason and logic end so, the amateur play and its per- 
fommence strikes essentially ag a prase-play devoid of tke 
colour, Gostancs, sctiirgs and nuasic of the profecsionsl crema. 
Tt was means essentially for the eutertainnent of tle 
intelligent ond, so,eften the play wag symbolia and hiskiy 

lseliecimals Tt had the tendency to serve as briefly ae 
possible to the husrying oudiences. As lor the artiats 
thenseiveas the stags uae a much Loved hobby for then. 
They had a keen denire for exnerimentation Im themes, forns 
end presentation and they aimed et controlling and aeshiening 
the taste of their spectatora rather than serving te it whot 
ever be ite level. This could be achieved to a coneiderable 


derres, fox the art was cultivated more for art's sale than 
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for the bake of money. This very motive granted considerable 
andependonee to the performere and scope for their theatrical 
experiments. Unlike the fortified tank of the professionel 
theatres the anateur stage ained at remaining o Rtream of art 
Sra sLSting alwers floods of fresh water. It beaemme a frank 
Gritag of the odds and ¢nés of the society and eatablished 
dtselz as an inevitable uivser to its grotesque and distorted 
face. It concentrated on the purity and simplicity ot vieual 
art, the best use of words and yolces, profitable employment 
ef thought ond eriticiss and finally, revolution in ideas in 
the interest of the promotion of the progress of the society. 
Yniie the performance of the profeesional stase invariably 
euphasised the physical shownonchip, the ansteurs! >lay 
stxosced on an intellectual interpretation of / thene and 
problems ond their performancce attempted at impreawion 
through slmaplicity in poriravc2. i$ is tree ‘that t1e amateur 
ploy cane te be criticised as being very light and also ts 
have oat the essential limbs of a droma « like dance, 

musie amd even acting ut the justification for tic Amateur 
stage ig in the new light of itn eye and the rare re2ined 
capaeity to cepture the moder: unwilling intelleut. The 
Amateur theotre in thir acnse remained an improveneat on the 
Professional theatre for 1% vac the product of intelligence, 


practical considerations and agreeable taste. 


Honifestations: 


The Gatt ao? the aamteur theatwe to ihe 
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drenetie Litercture ip modern Konnede is beth hountictul 

sd vartoad. Is looks ag if it Bas completely Giscanmied the 
ence suprene mybbologieci and even higtories, themes but for 
an ocenslonal interpretation or a parody, for, the maphssis 
mov is definitely placed om tha socicl theme. In omer 45 
cater the beat ond the brigktest within the shortest tina, 
the theatre hee evolvcd the one-act plays end the total umber 
of one act plays written within the span of three decades 
ond scattezad over the Rrornada country hes perhaps axcaeded 
ehyee hundred at least! fuecessatul experiments hava brought 
in gtreeams, new themes and soma like the Lapromutu slay, 
Opera, Dream play, Mime, Fartasy, Shadow play and Reslioplay. 
This ith variety in thomes and forma nectcuarily brought 
abaut a pere otreneth to tue aey mode of the Famate: theatre 
end becouce of dts initiative and szperiment the Amateur 


steee came to stay. 


A sunbler oF emetous oroupes agintsined regular rolla 
of membere, actere and patrons und like the profeasioal 
troupes, toured round the Kaarada country. Some of the artist- 
bonds lize the fomed fmeteur Dronatle Association and Chhava 
Artiste of Dangelove and Kalopaaask Mendes of Dherwar went 
Sex fron the home -tow: one vielted differect parte of Indie 
stacing playes Such anateur troupes came up in every important 


city of the Kannada Land’ in the leet three dseadea tnough not 


a 


4. fh 1941, the total wumber of Keornada one act plays waa_ 
estingted wo be aver. 200. MV. Seetaraminh: "“Kuinada Exanka 
Netel". "“Sambhavane™, 1941, 2. 446. 
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meny of then Lived long. A aunter of anateur groups came 

up in nasocietion with the Karmatak Sanghaa of the different 
Glties ar colleges and other social, literary and aducs tional 
institutions. Many of thes, like the student croups 2f collere 
and high scheolsusnelly come ap on the occasion of upecial 
celebrations for the anise of staging a play or two snd vanished 
soon after, Staging of a plsy soon became an inevitable iten 
of the progremisé of sinost every social gathering, festival 

end conference with the result, considerable stamina and tempo 
yas continuousiy gained by the Amateur stage. ‘Drama - - 
Qanferences' becane a part of the annual Fanneda Sahitya 
Semnolena wherein the problesia connected with the stage were 
discugsed by experts in ordcz to promote the theatrical art. 
Strictly speaking, it is esseutially the regular bands of 
anateur artists with rolle of menberships — artiats and patrene « 
that should be considered as the solid strength of the amateur 
thentree A pecp ints the higtory of the reprascntative mnateur 
troupes yould veveal their qualities and statug. It would 

also indicate at the fact that the glory of the Fannada amateur 
theatra is in its volmminons output of a variety of themes 

end foma provided by the génius of the enlightened slay- 


weights of modem times rather than in ite troupes, actors 


or pertomances. 


AMATIUR TROUPES: 


Horth Karnotot: 
The seeds of the aaateur stage of 


north Karnatek soem to have been sow by the "Prachya Kreedg 
Senvexrdheks Mendel" of Mediheal in the suburbea of Dharwars 


got 


T% bad become a custom with the Mandeli by the year 1896 ts 
stage a drama on the oocasion of the amual Ganapati festival. 
Scon the Mandali relieved the performance from ite religious 
tone and gave it a cultural and social character by atagin= 
fh play a year in wik.cn the represantative artiste of the locality 
‘took part. Expeviconce of the annual performance gave the 
promoters of the Mendali the necessary nerve and they esta- 
phished ot the iniilative of Shri Hudavidu Krismarna:, (who 

wig iugpired by the Radami Ameteurs), a talented troupe troe 

to the opizit of the Amateur theatre in 1904, and esdled it 
"Bharata Kalottejaka Sangeeta Saenajat'. The acters 32 the 
Someja took to the staze as a voluntary vocational ateupation 
end staged in two inetaimenta Churmari’s "Shakuntale* in 
february 7905 at theiz first atiempt. A littis later, when 
Shri Madeavidu Erishnares tecane the guiding star of the 

yeoupe 1% gtascd *Sapbhadrat and 'Ramarajye Viyoga’ both 
tronclited fron Harethi by Shri Mudvidu hinself. — 
Merlochakatiza’ (transloted by Ulaveshe Kavi) followed and 
brought ungtinted cncouvagement and patronace from the elite 
end the artistically imelined. Deshpande Thirumaim 


Reo who came fron o faurily of reputed misiciene 


4< "A feu years before" the Gameja came into existence, a 
Zev musicians of Badami hed formed an amateur trocpe under 
the Leadership of Mugelil Shrinivasareao, a lecal Veil and 
staged 'Shakuntala’ of Churmaxi not only in Badami art in 
Bijapur and Bagalkot also. The Eadwai tbrovpe inerired 
Shsi Mudavidu to initiate the Bharvate Kelotiejaka Senzeeta 
Samajas 


Shei Mudaviduz Intvoductian = ee ee are 
Phe 3i~3e 


Soe 

o£ Dhervor played the leading roles end remained the pévet 

o£ the trounce. ‘Vaidyal Subbama, 'Avadhend' Tameannasharya, 
Sanbai Irappa ond Hacenbhavi Venkcbaresa came to be weil lmown 
as actova of outctaniing abilities. The Ascodintion weuld 
perkaps nave continued to fanctlon but Zor the rude shock 
vendeved to it by the shifting of the Railway Headquarters 
froaa Dharwar 46 Madras. Kany of the artists who were amployed 
im the Ralluay Office haa to leave fox Madrac. The Association 
could never Lind its feet again in spite of all human efforts 
by Deshpmode Tirumaiaraac ond Mudavidu Eriehnaras to revive it. 


The Association flourished faust for a deonde, staged 
the full length playa of the time with the same currens 


Gd mnethoAg" ef professional troupes ta: it 


lived true to the apizit of the amateur phose of the Karnatak 
theatre and lived in lts nage to ineplre the troupes teat came 
inte belng in ‘the ycera that followed. 


North Zarnatak witmessed the working and prematere death 
of scores of mmateur troupes from the times of the Bharata 
KalottejokeSongeeta Samaja, but a handful of then at leags 
conld be reckoncd to have done yeoman cervice to the theatrical 


arte Some of them as narvatzed by Shri sudevidu Kristnaras! 


%. Mudavidu Erisimarac Specch on the cedasion of the 
Drage Conference ab Dharwar (1929).. Jayakarnateke -'Natyanka’. 
Vol.XII, 11. 
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have lived long and gloriously. Particular mention may be 
made of “The Youngmen's Football Club amateurs" of Gadae, 
SVasudeva Amateurstt of Bageolkot, "Bharat Sevak Samaj Ameteurs" 
of Bijapur, ‘the Kamatek College Amateurs','Kennada Natya 
Vilasigala Sanghat and *Eelopasak Mendel! all the three of 
Dharwar, as some of the amateur troupes that held the temner 
of the theatrical art of north Karnatax from 7920s. An 
examination of these troupes, their writers and plays, artists 
and showmanship reveals the fact that each one of them owes 

a good deal of its strength and reputation to 2 particular 
playvright, his dramas and direction. 


It is significant that the city of Gadag which rponsored 
the very first of the professional troupes of north Kamatak -+ 
the acclaimed 'KritapurNatakea Mandali' of Shantakavi - fave 
also the first influential amateur troupe of north Karratak 
in modern timese "fhe Youmgmen's Football Club Amateurs" 
of Gadag was clearly the outcome of the influence of Bharat 
Kalottejak Sangeeta Samaja 's The troupe worked essent_ally 
under the inspiration and guidance of the playwright Skri 
Nerayanarao Iuilgol, who, with an understanding of the secret 
of the success of the Marathi theatre wrote out plays on realistic 
social themes dispensing with the "hacimeyed" pauuranic subjects 
except for a new interpretation and a@ specific timely zurpose 
as in 'Bharata Sendhena'. Shri Narayana Rao paved the way 


for the modern methods end new social themes yet in traditional 


Te Shri DR. Bendre ~ ‘Sahitya Semsodhene't, Pe 117 
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settings and portrayal. He proved to be the earliest 
‘progressive among the conservative’ ané his plays as presented 


vy the Gadag Amateurs remained highly popular for decaces. 


The Gadag Amateurs invariably staged a new play a year. 
Between/19%6 and 1925, the troupe staged several of Shr: 
Nerayanarao's plays including 'Premarjuna’, 'Kanakavilaca’, 
‘Vajrenukuta’, ‘Kumara Ramat, 'Vidyaranye', 'Bharata Sardhana', 
'Streedharma Rahasya' y 'Shrikrishna Sandhana’ and ~ = 
‘Pati toddhara'. His later plays like ‘Streedharma Rahaszya’ 
and 'Shrikvishna Sandhana’ beceme very popular in spite 
of exaggerated portrayal and attracted the attention o= 
the progressive reformers and the educated who aimed at 
the eaancipation of women to an equal status vith man. *hough 
these plays are parodies with rollicking loud humour on the 
new influences, they preached a method of moderation in meeting 
the new and discarding the old. ‘Bharata Sandhana' writtam 
at the timesof the '"Home-rule Movement! launched by the great 
Beal Gangadhar Tilak, has in it a specific purpose towards 
achieving the rightful freedom from the foreign masters. Unlike 
the Marathi play ‘Sairvandhri' of the late Khadilkar which cane 
to be penalised by the then Government for sponsoring a 
similar purpose, "Bharata Sandhana" survived with a triumph, 
bearing a rather glaring symbol ond suggestion of its ratriotic 
purposee The Gadag Amateurs enmed a nane for their well rehearsed 
and impressive performences, visited important cities Im North 
Karnatak and donated sheir income to social and educational causes. 


The Vidyadana Samithi High School of Gadag, a ercation of 


535 


such @ philevthropy proclaina the working and purpoae 
of the troupes 


@ho Bagelkot Ansteurs Cane inte being in Jantar; 1927 
under the title "Vasudeva Vinodini Sabha" named after Chri 
Kerur Vesrdevacharya, a noted playvright, roveligt, short 
story uriter md joummakist of north Karnatak. “hor. Yaan- 
devacharya was one of thoee weo continued the treedizion of 
tronalating into Zannade vell imow plays from (helieh + 
a tradition set by Gunderae Jheresnuri ond Gadigsyya Joanapur- 
math of worth farnatak. Sone of the well know adaptatiorea 
o£ Shri Kerur are ‘Vosentayenini Swarma Chanetkara' (4id- 
summer Mights Dreem), 'Zuratenagarada Shresti' (verchant 
of Youlee), ‘Romesh -</ Lolita’ (Romeo and Juliet) md 
'poti Vesheckarena’ (Geldsmith's ‘She Stoopa to Concuer'). 
The plays have beea inmressive particularly ae earl adapte- 
tions in spite of the Language not reaching dow the cologuial 
standard. fhe troupe glarsed with plays written by Jari 
Keruzr and inter it began to stage plays of representative 
wrbters of novth Kerietak partiovlarly of 'Shrirang:',. 

A report of the Amateur Association issued in 1953 on the 
occasion of ites Silver Jubllec celebratione indicates that 
since ito inception, the Association staged "95 longer dramas 
and 152 onceact plays in ditierent parta of Karnatah™. It 
specialised in otaging prosesplinya aided by the excall ent 
talent of amateur actore Tike Gee Bennur, 9.f. Parwati 

md Dambel. fhe troune, romained a training growmd pr 
youns, talent aid though not very active in recent years 


ag evidenced by the veport given on the accasion ef ite 
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anniversary celebratie:.s conducted in the month of Szeptenber 
1954, it bas had a good pont and a promising future, parti- 
Gularly beGause of the grant of money nade to it by she 
Government of Bombay for notlivating theatrieal activity in 
sural arvceaS. The exbhusiestie artists — old and young — of 
this trounce project a hepe thet it gtands equal to me deaane 


of the modem time mda theatricel art. 


fhe Rarnatak Collere of Dusrwar built up a baad of 
talented artiate conslesing ef students and meabers of the 
staff and staged from 1920s impregaive performances 3f 
phoys starting rom Nasti's 'faiikote', Rerur's ‘ocuratmagarad 
Shvesti? and Hudipol's ’iteeedharma Rahasya’. The troupe 
could hardly remain consolidated oving to the annual chanse 
in the student=eartiste cand yet, on tne otcasion of tae annual 
gathering there cene a vivid expression of the theatrical 
heritage of the college. after the entrance of Shri ite is 
Jogirdar (Shrivanga) ae a menher of the staff, the asaateur 
talent fot e great Tillie and staged a series of his sne~acts. 
Even toadavr, the studcr.t-amateurs of the Karnatek UolLlege 
seen to stand on safe grounds of their talents to challenge 
the perforuances of theis sister collegea in North Ke matek. 
Their advantage is 9 most receptive, cympathetic and cultured 
sudience and yet auite critics]. The recent aucceages af 
the college dranatic troupe in staging ‘lutbadalli Hwtta' 
({Zsilasam) and ‘Rechemnnayaka’ (Garud Sadasivarac) give a 
hone of the future of tne shudent-enateurs if the rieh tert 


young talent ls haymessed in the way it is done hither to. 


Meidad? . both fron Dharwar are among the well eatabliahed 
end talented amateur troupes of north Karnatel. The former 
vas initiated in 1930s by Shrireaiga, the well known oleywright 
and it ic said to have put on the ataze all the full length 
plays and one-aets of Shriranga gor their first shows ~- sa its 
privilege. Tae troupe specialised in prose~plays m4 visited « 
npers fron the important oxties of Kamatek, 2oone, Bombay 
and Hyderabad. It hed a sucecsoful, tour of the Xernada 
combry sollecbing mmey on the secaaion of the Sexccntenary 
Gelebration of Vijayenagar. Pha troupe has not been gute 
active recently and yet when it put om the boards the 

gyubolic play ‘Sheke CGhokva’ of Shrirege a year age, it reve 
a glingsc of both its inherent histrionic qualities and a 

foo8 underetending of tue techiigne of simple but immreesive 
shower ghipe 


"alopasas Mandal’ of Dharvar thouzh vecently sterted 
in 1943, kag made o gtod mark by staging plays like ° -ddhara - 
Hosa Zensarat (Shri DeRe Lenéyve), 'Bhasyashri’, 'Feritartana' 
(Shei I.d, Bendre), tPatitoeccharn’ and 'Bharate Sandhaa' 
(Shri Taraymarao Huilgol). ith a band of edueatad and 
telented artists dzaun from Dharwar, Goedag md bagelket, the 
Mendel has staged plays at *eona end other important cities 
of north Kamatas and Meherastra. fhe Mandal pas put on 


nusiesl plsys set to stage by verentiiea like Bhimeen Joshi. 


With the coming un of nev eplleges at Belgeum, Bijapur, 


Bagalket, Hubli ond Skholapur there is a wew gush of lite ints 
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the onateur performances emd apart from these every important 
diiy in north Eeameatak end Nigem Karnotak has its owl amateur 


u whieh gimrive to continuc the dramatic tradition of 


‘troupes 
the Kamatak theatre. ‘che reak hope seems to be eertered 
not in tha college troupes bat in the Amateur associations 
of citles with artists extending honorary and voluntary 
co~operation and sd, the Asateur theatre of north Kemata 
depends on the cathusiastic work of associations like - - 
Vasudeva Vinodini Sabha’, 'Nobyavilest Seanghe’ me 


"Kelonasnke Mondal’ . 


iy Sorew 


$ 


Pevhaps «he oldest ang undoubtedly the nost 
influential of the amateur troupes of Mysore State was the 
Anebeur Brenatic Agsocimiion (AsDeA.) that cers into beinc 
in 1909 owing to the entiluéiagtic efforts of some of the 
talented Lawyers, tenchere and merchants of Pongulore. The 
‘Association aimed gt ruvming on the lines preserited by the 


foned ‘Gusena Vilese Sebha’, “the premiex ameteur drmntic 


orgemisation of South judiat,” and did succeed in stamding 


as a model on on eqtial footing with the established 


qs Particularly Kalburei, Ralchur and liyderabed, 


2, Kamada plays siso vere being staged under the suspices 
of Sisuma Vailasa Heteka Sabhe of Madyvas on account of the 
effoxts of the Late Shei Benagal ttmmarae who was tnd Oriemtal 
Rranglator Gh Mndrus Governuent. He was a playvritht and 
goter himsel 2. 
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professional companics iilke tne Retmavali Compamy o2 
Varadacher and the Chomarajendra Kernata: Taseaka Sabha, 
patronised by the Hysore Palnce. With a planed method ut 
orsanieation arid administrabion, the paying menbership of the 
troupe was steadily incrcased placing the Assoeietion on 

a firm Looting. fhe AeleAés sponsored the healthy method of 
orveniaging Drama conpenivions offering prises to tha best of 
the plays received. In 1919, Kallasam, ‘the Father of the 
modern Konneda drana’ wrote out his first play 'Tollu-datiit 
for the competition ond was revarded with the first prize. 
The credit of discovering one of the greatest of mover 
vLayurishts in any Loncguage, thas goes to thea AaeAs | 

Prize vinning phoys vere staged by the Asseciatim iith 
particular prepniations ihe great succecses of the troupe in 
varloun centres of Andhea, Hyderabad and Nangelere earad q 
reputation fox it and leter brought continuscus and mimificent 
soyal patroudge from the Mysore Palace, particularly after 
the Yuvaraja Kentheerava Narasaraja Wodeyar became a patron 


of the Association 


f, Rogkavachani of Bellary, oe of the most brilliant 
of the stage artiste of Kametak md Andhra waa the luni- 
nary of the Assaciation. Under his leadership, selected 
members of the Ansnelaotion took frequent 'week-end=trips’ 
$9 near about olti¢a and often to Bellary and Hadraz ‘ataging 


> 
plays in Zennada, Telugu, Mindi, Sanskrit and Imelish'*. 


1. Kevmada Stage Gontenary Vol. I, pe 67. 
2. mmunl Report of the NeDeAe 1931. 
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In Mey 1951, a select band of artists went on a shert tour 

of North Indla under the leadership of T. Raghavachar: 
‘yigiting Bombay, Sine ond Calcutta and giving three 
ox four of thelr masterpieces in Hindi, VelLurts and 
tnalish in cach centre ls nascass {nm the whole the tour 
was & distinct artistac triumph and the amateurs cane 
with flying coluurs from the eritical and Qlscerniar 


theatre-goers of North Tndtan*. 


fhe Association cot plays mosuly written by 4Yarté 
Yenketeshe Iyengar {'Palikete!t, 'Sharta’}, Uek. Veniaate- 
samioh (Menfacari?, Hachiketa’), Pandit Tarenath (*Deena- 
bandh Eebir’}, Bellave Naraheri Seetri, Sezale Garcl apurt 
Sastri, AvNs RrLetmarao and Kaiicsam. Apart fron T. Tasha- 
Yachari, the Aasociation could bo vell proud of a galaxy of 
beilitars artists thes included kK. Bhimazsenerns, who played 
$he main opposite roles to Baghavacharg —E.o. Vasudewmran 
who portrayed lady-rolea vith a @istinction, the irresistible 
Wolds brothers, the dcningnt Moly Srimivega Sastri and 
B. Muddu Erichia. A little later, the Agsociatio: bed the 
honour’ to have Dovedu Yarasiaha Sagtri, Yotgenkslli Subrahmanya 
Sagtri, Kenckalaxamaa, Ainapooxna, Padmavati end other talented 


artista on its roll. 


fhe Association published a bright Kennads Montaliy « the 


allusheated tfangabhoomit edited by Sri n.K. Bharadwaj. ater, 


4. ‘'Othelle’ and ‘Chitra! tn Rnglishs ‘Kebir' in Find 
md 'Remdag’ in Telugu. 


2@e Dre Ke Rumi Kannai » 'Ndtee and Comients’: *Theatret, 
Atay gb» 4951 5 pe 153. 
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in Mareh, 1931, it caae forvard with on Talish querterly- 
'Thontre’ edited by Sri.¥.S8haskaran asssled by ¢. Venkentachalam 
pad d.Saapatheivires. *theatre! vse the firet of ica kind 
in India ‘devoted nammly v2 ai authentic interpretstion ~ 
tovards a Gorrect understanding of the reneissanea of the 
indien dramatic ort in all its manifeld expression and 
Grandeart. The association steadiiy built up a good llbrary 
ond by 1931, it was receiving 47 joumala and newapapers con 


3 In addition, the Asasciation 


an exchenge with tRengabkhoomi'. 
ren a Music clase, veck?y Readings classes and discuasions 
on subjects conneetcd vath the theaure with continuad res~ 
fonsé. Public lectures were frequently arranged. Tre - 
association registered iteelf formally, regularly c_eeted 
its office bearers, published ite detailed ennusl reports 
end aleo aynopsie of plays whenever staged. Tyo Art-Festivale 
end se Drena Confermiee came to be orcanised by the ,seéciae- 
tion mid these celebrations ettracted the critics, »laywrighte 
amd actors from all over Indie. The Art Festival of 1919 was 
inaugurated Ly Rabindranath fagore. The All India Iranatio 
Conference vas preaided over by Sximati Sarojini Ns udu. 
Scholars like €.f.Raagnswaii fyer, Dr. end 4rsg.Cousine and 
DroCah-Reddi took part ia the deliberations of the conference. 
Mehatme Gandhi wltnessed the nerformmce of Deensbaadhy Kabir 
in Hind, (vrittem by Pavmeth) on 19th duly, 1927, wm expre- 
aged @reat setisfaction at the verfornance and the laudable 
work boing done by A-IneAy He wrote qa short intredustion to 
the ploy. 


4. Annual Report of the AeDeA. 1930-31, p. 4 


342 

fhe Associnbion lest ite vitals in the death oc 7. 
Beghayachex: in 1946 aud could not be revived to iis strength 
mid gtevllity im splte of all-round efforts. The i_lustricuse 
seovice of the association to the dramatic art for almost 
theee decades made it an eptablished eymbol of the idesais 
of the ancteur theatre of Eamintak. The Asgaciatior gas ine 
wey, eutirely responsible for ueking tne péaple theetre+ 
Sinded and eleveting the ctinge to a position of horeur with 
its ingooing ead tasteful performances. 1t brought abous @ 
new Gonsclousness enony tue peovle with its play-conpetitians, 
art Festivals ond jrasetiec cougervences, in which artista, 
erities and woell-wishera vere brought tegether to ciscues 
igsues comneated vith the orsaverlty of the stage. It heralded 
the banner of the theatrical art of Enrnatak outgice the 
home, and move than anything, it preserved the story of the 
gon temporary stage of amatak in the columns of 'Ringabhoomi' 
and 'Qheatret, the stesy that in fast assuming the oosition af 


setepy ap Lor as the lond's professional theatre is saeerned. 


fie Dodie 

The Literary end Drarvatic Association of Mysore that 
camo into being in 1319 clearly cherished the oanbition of 
the AeDeS, Of Bomeatore and aimeé at an equal popularity 
end gbabllity. Sxl D.Laketmenayya, one of ‘the most inyosing 
charvatter-actors of Mreore was the soul af the ascopiatian. 
ie was Later joined by ¢.R.tuabba Rao end ¢.Anendnara for the 
immense profit of the troupe. CG. Ananderso - in jarticular, 
was biehbhy popular in his times for hie humorous roles. de, 


with o bistrionic genius ond Btrenvous efforts increased 
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tht voli nunber of cubseribers to the InDeA. to a total of 
eightye Starting vith the avgilable mythological slaya, the 
Agsoclation did vell in its petfommances of Ninda Saale? 
{an adaptation by Leketontayya of Sheridan's kichsol far 
Semndoi'), *Vidyeresya’ and ‘heveluisha’ but could no = earn 
fiieiart money to ensure its stability. Owing to poverty 
and divftarences of opinion apons its neabera it cama to a 
clere in 1936 tvs was revived again in 19417 - unter the title 
INysere Nataka Bonghat goided by che nated playwright - 
Nenjoagud Srikenta GSavtri. Plays like ‘Ahalyabai' (hMeterteal;, 
‘yank Develadevi! (historical) ond 'Seamaja Sendhye! (social) 
wersg Stasecd vith come evccesss Tha Association orgarteed 
dvaretie competitions im Hysore in the years 194% ené in 1944 
inviting sll the evatetr trounce of Mysore to stage their 
negicrpie¢es. This effor; brought tegether the leading 
aneteir troupes of the time like Bri Saraswati genghal 
‘Mayera awe Institute eee Pree Drametie 
Associablon’, “Ks. Mil s tmateurs? ‘ Farnatak Samaja Sew Senghe 
and the Itthigegud Amateure. In spite of ceaseless efforts of 
enthusiasts like W. Svikente Sagtri and C. Anandarao, the 
Association d€id not mect tangible material encouragement m4 
goo after the competitions in 1944, / vent out oF existence due 


to Zineneieal steingeroy and inevitable intemal aplite. 


Chaye Avticts: 


Chava Arbists of Pengalore made out an era in the eanasteur 


dramatic movyenemte the troupe blossomed out of the drsmatic 


traditions fostered by the‘0ld Boys’ Assotiation’ oz tie Hationsl 
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School of Bangalore and the Nalleswaran Dramatic Asgocia~ 
tion. fhe tuo wings joined togethcr in 1937 under the title 
'Kermiatak ifindi Amateura’ and made an extensive effort ta 
populerise Hindi and to provide healthy mtertainment to 


friends end families. Im 1943, the troupe assumed tue title 


of ‘Chaya Avtisue’!, with ite soul ed spirit in the talented 


ond eathusiastic 8.5. Venkatram end his brothers. The Chaya 


Avtigtis soon spread its winsa and became the leading amateur 


the 
troupe of)Mysere State with a bond of exeelicnt artists like 


Profs K.Guytiraja hao, Proce AeRema Hes, and the *Shan trun 


verates... The trounc spccialisea in staring plays of Yailesar 


and earned a great reputation at that. In later years it cut 


on boards the social plays of Farvatavanl, one of the lesding 


yriters for the enateur siegzee ite performances of 'Hahaddur 


Gandat and indedi Gunds' decane a byword Lor the beet sf 
enateur productions. "It may be mentioed that this ie the 
ouly amateur unl’, which staged 120 consecutive shows 
im Bangalore of Parvatavani's ‘Raheddur Canda'= to 
copaci ty houscg".” fhe troupe has heen heiled as 
‘tho best of talented exateours in the ficld of theatrical 
art's it has yvonsined an effective training-gsround for the 
young and enthusiastic ad it has toured round the .lyoore 
State extensively making ovallishle the proceeds of ita 


performances te various deseryiag insbtituv.ons and causea. 


aaintessice: 


1 he nome tKarnata: itindi Amateurs was transferred to 
the anoteurs of the Dherear breneh of the Hindi frachar 
Subha ab the request of tri Siddenath vant, Secretary 
of the 'Karnmisak Praotiya Indi frachar Sabhat~ 4 brief 
Intyoduction to the Ghayo Artists. (45). 


a. Tbid. 
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Though vather faded oul in its theatrical activity in recent 
years, the Chaya Artists can be gure *f their stable position. 
they are 20W busy under the cuddanee of S74 Venkateram in 
establishing an ‘Arts Academy? in Bangalore with the aid of the 


State Governncart. 


Mention may be mnde of the Varedachar Memorial Associ ation 


started in 1924 at the initiative of the discaples and wsimivers 
of Yaradathoar, vbich, with m ideal cf collecting finds for 
ercating a theatre dn Beongealore t6 commemorete the sreat éra- 
metic fonius, undertook an extenclve tour of the Kannada Courtre 
ivom tind to time. The troupe vas headed by Unt. anskalaxamasa 
end Retagendra Rao. The plays vere 'profeasionsal' in natare bet 
the spieit vas typical of amateurs. The Association visited 
Bombey, Poona and other Gistant cities and collected money. I+ 
is now Feyorted that the work of the Varadachar Memorial Theatre 
48 being pursusd. fhe United Artigto of Bangalore under the 
ieadersltis of C.kseNagavajzao and Chi Sadashiviah hea croved to 
be a very impressive ansteur troupe particulerly with seer ils 
inprdpha slays. The Sugar Pew. Ameteurs of Mandya has a aumber 
o£ ecvaniea eptiais as revealed by its performances of ' mdadt 
Gundat, 'Vinaryasa’, ‘Ashadhabhooti', 'tEhakta Demeji Pant’, and 
‘Daulat?. The rare talcnis of the Agsocviation are omply rewarded 
by public encourascnent enay has inspired smateur dram-tic aseo~ 
Cigtions of workers in facsorles inte oxistence and o prominent 


anong then is the Amateure of the Krismarajendra Mille.Mysore. 
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Bellary and Mangalore made considerable contri bation te 
the enataur theatre, Bellary by building tip a great cradition 
o£ the anateur gbage and Mensealore by trying s nusber of 
theatrical experiments culded by Sri E.S. Keranth. Sxt Mudavidu 
Kyisimares vecalle the nemes of great amalitur playwréghts-cun~ 
actors of Bellary Jlko Hellary Venketacharya, Tulasi Ranacharys 
of Adoni, Bellary Gaseapy end Bhattappa who eamed corsiderebie 
fene'ag recently as 60465 years azor', Leter ‘Sarasa Vinedint 
Nataka Sabhat, an anoten eseociation started by the famed D. 
Rrishnamacharlyu of Bollary carly in 1880s, etaced its first 
plays In Kennada before it switched over to Velucsu phaye*. A 
minber of sueteur agsoclations Like "the Art Tovers! Association" 
and 'Joladeza sks, Mitvemmdali! come up to Bellary in-keeping with 
the grenh tradition of theatrical arb initiated ty D. Zrisina~ 


macharin end Bellary Reshovachery- 


fhe survey of the carsers of some of the repre ser te tive 
enaters troupes of Earcmmtak sugsests some of the fundamental 
jupedinentea that brokd the troupes or blocked their progress. 
Sone of the very intiucntinl and well organised troupes like 
even the AeUeteo LeDs Ans Gnd the Chaya Artists seen to revolve 
around individuals. Homoally, on amateur troupe has no reason 
to go defunct or fade owt after the death or ulthdrawal of an 
individual nenbez, for it le nob a proprietory concem, but its 
being so, indicntes clearly that aver the amateur 
troupes «— Dike tke profescional companies - 


1. Mudavidu Krishme Rao delivered the speech in Decemaer, 1929. 
Rangabhoomls February, 1950, pe 1700. 


ae Toids 


ga? 
&epended entirely on an individuel menber or two. A second 
ronson Lor the sudden stiend still is the inevitable transfers 
oi the actozencnbers of the aagociation from place te place 
as in the case of the artists of ‘Bharata Ralottejeks Sangeeta 
Siuajet. The worst drawback— inevitable a9 1+ is~ is perhaps 
the Lack of training ond rehearssls, for, unlike an in the 
profeasionsl compmics- thore is no proper held on the artict 
who is educated and who feclse indepedent of any obligation to 
the troupe. Hore often than not a member, though artistically 
ineopabie is given the leading role because either he is a 
prominent officer or beuatise he enjoye a high sseisl statue. 
the Lack of preparation and sanetimes a foolhardy aelt-confi- 
dence of the individual members- naturally came to be criticised 
bitterly «| The troupes had to venlise that the dramatic 
art, Like ony other ari, nesded etrenuous training for its 
porfection,. They uceded able and controlling director. They 
needed training in the art of mate-np and « close atuty of the 
yoatem stave for inpressive methods of portraynl. Many an - 
anatenr troupe ceme Into be:ng mercly tecause of the mthusi- 
gen of individuals and wort defenct,for vant of m1 underetanding 
of the technique of the stage and training in portrayal. T+ 
was truc that meny on troupe went defunct for want of financial 
stability, but more than even that, they needed faithful, under~ 
SLlending and paiustekins artists who would sacrifice thelr inai- 


viduality for the sake of the team in the interest of the stage. 


ed 
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BY Ayy RIG a? * 


Architect of the Amotcus Stage: It ls ths FLAYWHIGH. more than 
she actor and the producer that ic reopomaible in o large meaaure 
for shapeng end sustaining the ameteur stage. it is the thene 

and technique of plot conslruction that cendition the snewnan- 
ship end se, the play has assumed greater iaportance ston Portia 
yal. The professions pomp in play~production is missing on 

the euateur stage; the leportance given te the individual aetor 
and the scope provided for hag higtricnic talent hae steadily 
declincd. The ery for reglise un setiines, scenery ant costumes 
hoo influenced the performance into utter sinplicity to the 
extent thet souetimea the seter appears <n the stage,in a so¢ial 
pley, in bis dally clothing. The amateur stage linds 1. necessity 
for elaborate make-up, nor docs it provide am atcope for atage 
music, dance, trmmsrer-scaenes or anything epectacular. And vet, 
the play holds the avdicnte- because the miracle is perforned 

by the PLAYWRIGHT with nus penetrating souiel thenes, ble eveer 
ef ideas, his humour an’ bis gimple but new tecnnidaue off piey, and 
tls writing, The playwright is the arbhitect of the amateur 
atages ke dnspivce one dirccte it. Thus the history <a. the - 
gavbeur stage .is essentially the stery of the vlayweicht and 


his contributions, 


z 


She aticteis obese imnugereted the age of social Gans and 
even the oscasilo.gl sythological and historical slayr bear tre 
stems of the roncicsance, The dranctsc language even in ita 


wvlting beeane closer ta the eyoken dialectmarkin, a creai difi- 
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shed off some of its tine honoured cheractera like 'Seotredhars', 
‘Natit end 'Viduehska', finding no justifiable utilitr in them. | 
A meu and egresable style of blant-verse cane to be amployed 

as the vyehiele for heavy aud dignified themes. "he era of the 
Amateur Thcatre brought in. new values inte dramatis iterature. 
It is escontially the arc of interrosetion and erperiment and 

ag such, became the use of new ercation in theatrical themes 

end forms. The playwright xtood equal to the expects tions 

and gave anew status to the mode: Larnada drematic literature 
with ite svowing volume end variety. Alnos! every ma of lettere 
of note» be hea poet, a aoveligt or a short glory writer- has 
invariably contributed plays alse to the amateur etwe. A look 
into the contributions of the Leading playwrights of tle new 
Gra, would give a picture wf the emoteur stage iteael: with its 


tagtes, aims aml aspects. 


The New Path: @he leader of the new era, ag mostly eccepted 

tag Sri b.N.Syikemtiah. ‘nlightened by a kee study 9: t-e 

vegtern dranntis literaiure md realising the Lac’ o4 literar: 
of Maynalok , 

worth in the professional stage-playsy Sri Srikantiah aiaed st 

writing ylayes cesertialiy for the antelligent and the learmmed. 

Eo introduced ney forme infinging them with rich literary merit. 


the 
As m architect and well wesher of Kounade lancunge be cherished 


4 Exceptions are so be scen in gome of the plays of F.V. Putta- 
poa where in celestial cheracters like ‘Yaksha'’ ond ‘Yama- 
dootea! Cin t¥Yagana Selu'), 'Hinnara ond 'Yakshi'(an 'Mahere- 
tri)), ‘Hall? aoa ‘Iwacerna’ (4n Gaashane Kurukehctra) are 
vyory artistitalsy intssdnced to provide ga beautiful frame — 
work for she plare and alse to move the vlry int. progreaea. 
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the enbition of enziching it~ even in the face of early opno- 


eition. ‘Gadayuddhat, a dramatisntion of Renna on the patterns 
Gi Groek tragedies ves scoepted without a deaur', bus ‘Aswethe~ 
mon’ brought about a stir. The thane is taken froa the Sauptika 
Parva of Mahabharata and is put in Gophoclean structure, for 
the thane, impression aid even details tallied with ‘Afar’, a 
play of Sophocies, the here of whiche like ‘Aswathena’ who 
murdered the Upa Pondavag mistaking them for Fendavas-, slau 
ghbered some cattle mistaking then for the followers of Odysseus 
hig vlyai. She structure of the play was a daring de~iation from 
the establishkcd professional methode end apart, Sri.&.M.$. shook 
soma of the establishments of our mythoLoxy® and netirally came 
to be ariticised. Sviil, the play had to be valued or a revised 
pcale~ "Pho drama iteeL’ is unique in its congtructiinal daring 
end its ancompromigines loyalty to higher literar) truth 
eed beauty, Orthodox observers are no doubt struck aghaat 
with chet appears to them a8 grossa impiety anc aven ~ 
dsapudenee. Put hove is a work of art which chailenges 
elose studs onc demands to be judéeed on ita om merits 


and with a reviscd séale of values. 9? Aswathasen which 


See nao eds 


4 'Gadoyuddha’ vas staseé For the firet time in 1925 with 
Frof. 8.SseNarayansa Sagtri as 'Deryodhana. Cinee tren it 
has had repeated perferaanees on the oollege stage in Uy sore 
and Bangalore. 


2 Proua who is belived to have been born out of an Urn is made 
to be the sonco® . Shorgavi; Ubelavre (asicieeidg a huntsman} 
4s mode a cousin of Aguathamn (9 prahmin); Asvathena, an ~- 
invincible baecholor in the original is made thefatrer of - 
Rudvasekti and finally, Erishna iy brought down te the Leval 
of g mere humen being. 


3% Y.8lteramiahs ‘A Modcm: Kennade Dramat, Theatre I. 1. 4areh, 
1957. 9266 
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is in the truest sense ‘classical! boldly oreated a 188 
tradition and helped to release talents from Ahraldom of every 
kind. “ath a surpassing intensity and tramic cliyexs, the play 
eouid live for timcs to cove mainiy on its merit of 2 tregtment 
oF an micient orientat these ln the Classical secidental nethods, 
'Pargsikeru’ is en other play, a rendering into Jennad. of - 
‘Persians! of Aeschylus, he thane af the battle of Jalemis 
nay have kindled the patriot in wrl Srikentish,for he pro~ 
vides in this ploy,a violun o1 the deplorable conditions of 
our coummtxy under the foreign domination. Like ‘ew thaman’, 
'Parasiaru! 16 intense im effect anid sibstantiol in literary 
merit but doco nos seen to be eosentislly theatrical. i+ would 
denond «= strenuous effort for sucecsa ani the omrteur trousce 
ald not brave to take these plays in thelr entirety. the volle ‘se 
anabeus groups comtented theacelves in staging scenes and - 


sectiona of the plays fram tine to tine. 


Sei Masti Yenkatesha Iyenrar and Sri K.V.Puttanp: vrovided 
the Anateur stase wlth a néy and charming style- the Diank verae 


as the befitting vehicle to carry the neavy end dignified themes. 


They treated mootly the mythologionl end hietorical whiects but 


preeamted then ulth a directmess ond in wich beauty 3f lueid 
poetry. Phe A. UeAe OF Bangalore sicced some of the h.storical 
playg of Megtd like "falikote’ and "Shiva iiatveete) ean 
end 'Yaskhodharat yet remain off the stage in spite o their 
imgense beauty, chamaing »soctry and theatrical appca.. Cuttap-a 
ercated on the emotcur stage pictures of grand imavery md 
rational inaieht. The stbudens anateurea are not tire@ of stacin, 


bigs *Yamesin Solut ond *VYalmikiya Bhagya't. Wis Jalagzarc:' like 
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'Pixuponit of Masti probed into the problem of wirtous ability 
and wag Gessaderrd ‘revolutionary’ in the ave of the cengerva~ 
tive when staged by te gma teurs of Mysore as recentdly as even 
mn decade aso. His later plays like 'Reralge Horal' and 'Shoodra 


eapasva?! 


vhich re-inte mores ¢pical characters and situations 
with a Goloasal imagery sean to be far beyond the cececities of 
the anateur atase and are neither risked by the crofzertonal 
troupes, His tRaktekshi’ de a grim tragedy based on : theme of 
histericnl bearing couched in Shakespearean tecknicuz. It hes 
been attempted vith sueceas both by enuteur and profzselonal 
gtage. Sra ¢.¥.Venkataremiah continued the traditivas of - 
purauing mythologice] theaca and gave two brilliant clays « 
‘Wachikets’ and 'Mandodari! which were continususly wrtratyed 


with grendear by the 4.D, A. 


Mony ea modem writer wrote on historical thenes out the 
amateur stare did not take co then in a worthy mannex. The 
most impressive of medermm playwrights on historical <hemes wes 
SSHSA (AN. Suami Veakatadrls 1896-1939) whe is reported ta have 
uprittien Guenty-three Lull dength plays on different racete of 
the history of Mysore, hot only six of then are available.” 
Out of then *Vigada Vikwemaraya', ‘Sugumea Gambhire and 
*Birudentembara Ganda! hnve been staged essentially b- the - 


student-asateurs of Mysore. Bhese plays with their v.gour 


Fo AD WHA YAY UWEGAY OEsry Pywx ors 
O4dy SCANS SUN FHWA SHO Gy Sae Ho GATE 
FD. KSB, — SASS -WoHusa. 


2 GP. Rajaratmau: 'Samea Netake Chahva’. dscvana-~ duly, 14d. 
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and suprene theatrical grandeur capture the audiences in spite 
of the mengre efferts put in by the amateurs. Sri Ajianpur 
Seshagirirvno.a wild geniua, sn eminent actor and nlerwright 
utote operas end plays in bhenk-verse an mytholocicsaé md 
historicol thenes and staged them binself, 'Bialadi sthelvi',a 
charming social lovye-play in susie, 'Redara Xannafipa't and 
'Kuruban, Moksha’ devotional plays in lyrics and Lofty orone 
held the annteur stage~ Lut only for a short while, the age 
wag the one of the sodial @raza and the amateur troucres which 
were bugy Staging Keilacam ond Shrirangs almost ignored the 
ney experiments in mythological end historical themes, though 
a fev plays like 'Valmikiyo Bhagyeat ond ‘Yamana Solu* hele the 
stage because of their smell number of roles and gag7 orody~ 


CELON « 


Social Themes: 


After the initiatia: given by Rerur Vasudevatharcva end U.f. 
Hullgol in North karneatak and by BeM. Sxrikemtish in Mroore, « 
scores of plays were uritten which proved to te fundamentally 
differmt from She txxg sf the professional plays, particularly 
in the trentment of the theme and nanner of exrresaien. The 
theme vane secial md often intently topical and the _anzuace 
of expression, colcguial. Further, the play provide4 secant 
scape for anything speoteculiar on the stage. 1% was the play 


of THAAS,. 


Phe earliest available play in trio regard ig ‘Igeacps 
fosradeyea Vivaha Prahasoig’ written by ea "weil wisher of 
the Haviks"=(possibly by Suri Veuketaramana Shastri ef Tarki. 


N.Caneva). The play dealt with the topical theme of she sale 


a4 


of young bridea to aged 'Mbrldesreoms' for goney, mi anfertunate 
social evil that prevalied in the coastal area ‘particularly 
anong the Havike, a ecction ef the Brahain community!. The 
ploy was Liret printed In Bombay in the year 1987 anid employed 
the colloquial sieng of the Haviks even in pring', There is 

no evidence of its having been staged and it is imporbable 
that it was ever obageil, except in very recent times Yor fear 
of social urathe Meany a play starting from the above mentioned 
Prahbasana broke its shatkies with the o14 times but ret could 
not appear on the Amateur stage for either Lt did now meet 

the demenda of the new ame or bétause amateur troupes did net 
pick it wo Tor fear of becoming too slaring in co trest 

with the established. 


The Golden Ago of the amateur stage opened with the eontri- 
dubious of eniuors amd milightened pleyweights like 7.P. Xailasean, 
Seivenga, Shivevena Kevearth, DR. Bendre and 4.n. Excehmerao who 
brousht about a veveintion with their nsw approach t: sectel 
thencs. fhey achieved a happe harsosy betveen the iv temal 
worth of the pley ead its theatricality vhrough a besitifal 
tenper Given by humous. Eallasen gave vent to the ovtburst of 


the gold gbreem in Myeore, Sriraws and Rendye in North 


te fhe play ic reprinted end published ty Lingean Gharsa 6f 
Kunta in 1953, Phe play itself attacks the seciel evil squarely, 
is @rinping aid rationel in the plot congtruction and la 
impres@ive with weturnl end effcetive climax with the deserved 
peaishaent to Vasenns Hesde who praved false 10 hie friend 
Tggappa by leading a lige with Savitri, the latter's young 
ylie. Tt is a morality play pet may become ‘indecent! on 
the stage in the eye of the conservatives 


—— 
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Eamatek ond Shivarana Kavonth in South KFamatuk. Ther paved 
the path for quite a number of younger playwrights to tread, 
the prominent being rarvatayani, Esheerasagara, Keiwayr Raya~ 
racy, Hoil.Kenath, Nekstutkaril, I.d.Rendre, Chi Vesialevaish, 

end H.N.Babu. “lost of them starting with Kallasan remained 
potential stago-artists also and they assccieted thanselves 

with parbicular aneateur troupes, guided them and ached with 

them uilikze the playwrigkis of the professional stage. 


fn, £ Rallasoam: 


Ae zeflected by his play ‘Nemkampani’, a aordans aatire 
thet evoked agtringent ridicuie at the excesses of tre thea~ 
trical art, Knilasen came on the Literary scene and dramatic 
stage in i919 to occupy it folly end cleanse 1% thoroughly. ! 
He Game as a veformer to bring about the belated change and as 
aon arehitect, he built up a hither to leckine harnogious blend 
of the apts of the thentre and literature. Before hus advent, 
the drematic Longuage was ton pedantic and the cologuial when 
enployed, sounded vulgar. in hia view,mostly the debased ver- 

siong of Paurenie themes were presented by the professional 
conpanies whose acters invariably had in aburdance, affected 
end excessive mamers of portrayal. Kailasam jeered at the 
profeuysionel companies and thelr crovding spectators. He 
desired a chemee even fren the good if it wae really good, for 
it vas too monotonous. “ith qa cutting brillienee he revolutiom- 


ised the stages and revlisinsed 1% replacing the mythologiecsal 


Tf ToMQoaos) TASAy Yay wad oo Os Ko seyry 
fay are, Fer KAAYS, FMVS, MOSUL eho D2 
EF MUEE Gry KF Ly Sw,” 
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thenes with dynamic socicl and domestic plots. He replaced 
ordinary 
the original pudfed up slage-hero with on Andividual, nevnape 
2 Vietim of social trronny or of a domestic conflict. Yeeing 
a drema perhaos in every home and oa actor in ever indivi- 
dual, Roiiasam made 9 graré effort to oicture then in his 
glaya. Thus Like Ibsena, he chose bis heroes and heroines fzom 
the couatm people ond made them speek theiz own voloquial - 
sieng. The dnnove@bion did meet vith some oroosition trom those; 
that considered the stare too daer-d for domeatic theres and 
colloquial Lansuege, tut g.on, the soclety realised thet Keilasan 


had come to stey Yor itn owt benetlii end delight. 


With perhaps the exception of ‘Sattavane Sarrtap.' ond 
'Soole!, ail the others,of about 20 plays of Keilasem have 
becnh repeatedly staged for years by amateur troupes 214 over 
the Kennada lend, and particular) by the '’.0.A., the Caoy> 
Agtéats of Bangalore and the Old Bays Aseocictaon 3° ‘auc - 
Nohavoja's Colletc,Mysore. Hig plays came to be well know 
ali over Karnatek and pertioularly because they are widely 
read Sor the seke of humowr if not foe understandin= Yaila- 
sen's masterly technique of probing inte social problems. 
Without an exception bia plays are charged with eno *ionge.Nore 
‘than even, the congtructis: ot phot, the gtnius of Kallasen is 
seen in the brilliont wil end humour shat manifests adecusately 
in the conyereqtions: Tut below the surface there is slwe'yo an 
over-floving under current of q anecifie purpase that adds 
vweLcht and suptemance io She play. These characteristics, 


typical of Kailosam cou?é be clearly seen in plays laze ~ 


35% 
‘Amnovragenda’ providing parallel pictures of unecicl domeatic 
aeenes: 'fobiinttokkuline’ im thwce parts, vrov.ding perellel 
pleturns agoin, of glezing contrest batween the veapectable 
traditional training abd the ways of the sorhi etic ated 
highbrow breeding; 'Bemécvaleyilisda tadeyi' snd ‘some Ruiv’ 
scathing parodies cn ariiticialities of livics; "Han Slebbe’. 
a joke on the highbrow fasrioas; 'San Pretmanike’ a carody 
an the pricothood and 'Nutiednlli Kuttat a »icturve of Jlanned 
sxploitation of the dull by the clever. Al] his rlrys meé 
particularily those maitioned above epenk for the capnelty of 
Zellagam 40 caricature the twists and ture of the soelety 
and to-magnify, them 2r:om the angie ox humour. Ag octen snid, 
Kelinsem pletured snd eolvwc’”d the riddles of lite with his 
inimitable humour. The sailing toat of hig humgur got better 
of the waves of grief and misery ad moved stasdil: sersas 


the isnfe's long ocean of teera. 


A substantial thang and 2 glaring motive gnatecies awey 

she emphasis from humonr in plays like ‘hold fdthy tons 
etends to honour service ag ngoinst show; Tolluggtti‘ that 
portrays in valie® the triumph of intringic warth cower ~ 
academic educations 'Soote?, the intense tragedy thit oresence 
woranhood in three gencuvutaons degsed oy the hideous satems 
of prostitution, ‘VYoldvone Yyadhit that providea a «me tra- 
ting nicture of the majer discase of Lhe doctor whr ~vetended 
to cure the minor allmemts ox hie neighbours and 'Gandnaketri 

a, Compact oneenct revenling the ¢rookedé in wouen’-. inture or 
all ite nakedness. Eallcean proved that he carld dre. net 


merely smiles bet tears ag well from nla spectaterc be - 
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writiveg 'Bebishokera?, vhich,like INneeya loget of Bénijre, 

is by far one of the most Intense and scathing tragedies in 

the modem FKannade dremetic literature. Though topical in 
theng, the play Lives sheer on the merlt of its dranatic 
qualities with the self sackificing Naracu attaining a 
Classical status of a tragic heroine in the true Greek senge. 
Kallogen gave the golden touch of his magie hand to mrtholorical 
themes @iso, tut urote thon Jn English fox inexplicubl? reasons. 
ore? recreated the gregteat of the tragic heroes of Maha~ 
pharata whilc ‘Purpose’ retold the story of 'Tkalavya', 

ta viebin of the Bralmin's curse, and Burden! dealt with 

the tragzie lumack suffered by Bharata when ne retumed fron 
Nendigrana to the nuined Ayodhya. Kailasam's 'Keechaks' 

webaili by Sel G.P. Rajuzaiman on the besie of the memory of 
Shri B.S, hamarao prevent a &xecat Imagery Dik miseos tre 

magic touch of the winard-playuright, particularly in the 
mathod of etpzeseion. 


iz Reilasan ig sentinextal in 'Babiahkara', he ie dida- 
otic-in '8c0ies, is rebolijous in 'Nambrahmmiks' and 
‘pata Tayoramniet, is moralising in *Ppolikitti', and ‘Ipllu 
Gobig.* and he is sarcastic in ‘ogbtavena Santape' as in 


t¥etidvenn Vyredht', whatever be the sentiment roused, his pictures 


of femilies aud individunia ave sharp and striking in features, 
jnetracedble in colour ond convincing in purpose. Maw of 

the images ond exaaples created by kim are long gtanding, fer, 
they WiLL live in the codicty im all reality. Yet, a creation 
idee 'Konalat tn the play 'érmeavraganda’, thittut of ‘Poli 


Kitetit, Leksbuidevamma in the play 'Patu favamazane!, 
‘Ranannea!? of §Home Rule’ ov Eappaymne cf thuttadalli firitat 
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alerts the socigly to tle fundamentally gesd or evil and 
malees Lt sontenplate with/eaile on the lip and tear in the 
eye. Kallasom ie a morulist, bat he is so subtle. Jis une 
bounded zvessect to womenhecd and parliculorly/ the Mosher, 
nd sympathy to the suffering express itself in spite of 
him in situations like the mother even in her desperate 
situation bothering of the health of her uged son, | or 
ypalle the *haerd hearted* ‘hagotte' bursting cut with grate- 
ful tears ac the smell presint giver to her.” He drives 
deep some of the fundanentel eple-morals in simple homely 
words but vitaliges them wits teacon and passion? Keilegas’s 
prefercnecs to the tradztiomal bit reasonable aapetts af - 
laving added coneidezable grace aid also, original and + 
oriental touch to the anateur saage of Mysore. Zallesen sade 
the stase live esaln. He save the spoken lancuage the status 
of titcrature. He plonecred the setiries] social play which 
proved thet @® poverfo? sroce with penetrating humour, satire 
and wit could substitute music, settings anti cowtumess vheat is 
nore, with hie pleys he improved the popular iaste, rovolu~ 
tionzued the ponuLar idea rchurding the stawe ard set a fashion 


for the posterity. 


His plays have been concidcred to have some inherent dravw- 
backs. Long  peseases as found in his later: pleve like 
Valeyans Yynadhi! mda (Soole’ @14 present thentrie:.1 diffi-~ 


culties. His employing the colowuial lonwusze~ a sort of 


letra siply 
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colloquial Kannada ridden with Mglich words ~ called '. nglo 
Kennade' by Keilacam hinselt « specs gtrong eriticiars amé 
galsed doubts regarding the Longevity of his plays on the one 
hemd, end) their Gapociuy to impress on the audiences suteide 
the Mynore State. me xeels of alliteration often found in 
his plays are cansidexcd to be superfluous artificialities, | 
Sone of his plays sackinines 'Basishkaral in particular, are 
considered to be t6o tepical in theix themes to cross the 
tordera of « specified period. Judged on their individual mertt, 
his plays seen t¢6 wurvive in spite of some of theiz drawbacka, 
end Eeliacan otends to receive the Pirst credit for Zashiening 
the modes Fonreda dram: end setting the Amateur theatre of 


Mysore in particuler,ou ximm footings. 


Bas aut of ali the good camo one inevitable tart undesirabie 
rosubty end 1t was at the hands of hie successor-playwrights 
yao could not avoid the influence of Kallasem. The Mmateur 
stage became a courcs only of humorous playa, oftem with thin 
thenas GO supperte fac moflem Kennoda stage aimert lost a 
fundamental. aapeet of ite ealonrful wd influential personality 
in giving up the séeloug and heavy plays. Certalniy, —-—+- 
Kaitacas is not to Dleme for this ~ but the fact only 
woveals hig immense influence on the later playwrights 
of Mysore who could not avoid imitating him in ide dremetic 
Lsigueee, aud to en extent, his methed of plot~construction. 
serpents 
4 © HAYA OMOVAR WESR UH AMS” CHM eaxseotasy 
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le rerinined the ploncer and is often called the Father of 


2 
4 and an ‘inieiteable playwright'." The 


the KRonnada drama 
titigs justify thenaceives when 1t is seen thot xsilosen, 
like Hernerd Shaw shifted the the-trisel emphasis from 

the actor to tha playwrignt. Fros his times the ulaywricht, 
and not the agtor began tc veils over the stage ard he stood 
as the leading pioneer of the Anateur theatre providing 


yholosome entertainment te city audiences. 


Sri cnuzas 


while Katlasam pictured the middle clase life of ‘“‘yuore, 
Srivonga portrayed the middle class life af Yorth “arnatek 
with a keen dramatic insight. Iike Korlesem he bed the deep 
imprescion made by the western thought on the hen@ling of 
avamotie themey and teclisgae of troduction. Severml factors 
Like the choite of «a sitvation dram mostiy fron the life af 
the society, a free and forcetal usage of the apoker Lantua- 
&e and a mactery over fubtle wit end scathing sature and an 
india table technique oF animoting ideas carned for his «Lares, 

+.) @ Status in the Esnnnda drastic literature. 1a 
triumph ia the Deilliencc and power of his dielozum with whith 
he tuxyne ony idea and eny situation into ea dress. sven ‘thozeh 
his nheays may lack ta their swaotional content, the; sustain 
because of their dialasucs. Like Kailrsum, Srirangs is 2 


potential gbase-acter and aa such has acer La the theatrical 


mttaer 


Peed 
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suitablilty of bie pluys. Like Keilacam again, he stands 
to ovedit for bringing about a revolution on the vonnada 
stage ond giving a shave te the Ameteur thestre. De had te 
Zaee move bittor opporition because of hie method of an 
open etrack aguinst the blind beliefs, unreasonable tradi- 
fiens end digturhbing social evils ‘iddiie/ evexe syste and 
urtouchability. If Railases treated hia cagcs with a pity, 
a tenor ond eo sigh, Grirenta believed in drawing the aword 
afaingt them; he is vuthlesy because he sees relie? in 
autiLetion, ALL his wit, bumour and inventiveness seen to 
be harnessed to a aingle purrose~ of exsoging " 03 cowardice 
and hypocrisy that masquerege under the nae of virtue and 


religious tradition. * 


iniverigats contrbhition sbarting from the pla dare 
Yairagyat( 1929) is bountiful bebp in voluse and verlety- 
with sixteen full length slays end about sixty one-acta, 
moghly om cogial themes thoug), with en octass zuel touch 
of the historicel Like ‘Teravecshvar Fulakesni’ and) ay vio 
Logiesl for a parady like “Yomome Solu’, 'Harijanwar't is 
perhaps the best know: oF bis plays wich brought him both 
hn preioe and bitter orisiclen. /qives anoral thraehing 
to the 'selX regarding profesglonsl recormer'. ' raonngha 
fepinat' (a jeer al the antiquated ayth of the saictity of 
the joint faaiiy system), ‘NovolaGelli Norvsinnat (an attack 
on the social eud moral Lavetenee of the youth of the country,, 
'wiuckonnia Viratanurishat (an initrationsf a new visisn about 


vor ag a potent power) end his Inter plays- ‘Kapatea Matake* 
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and ‘Sholtasheakva’ (unconegaled Enoceks at the moral hypo- 
crisy; aid gel? decerticn in political leadership) stand as 

some of the representatseves of bis thoughkt-provyoking nlaya. 

A cuitiing srtive like ‘Ahaiyouhura’ which considers it a 

noble liheration vhen a youth Gloves with the youn: wife 

o2 an aged man or 'Asunecdhs’ » bitter picture of the help- 

lessness of a father in finding a hucband for his davghter, 

thouch based cesentisily on topleal themes live beyond the 

bordersof their time owing to thelr entertaining malities 


and theatrical sagtonane 


Thus the uethed of Srirenga net only held/mirror to 
the face of the seciety tut aimed with a @eterminetion at 
refoysing it. 4 thinker essentially he ie end his thought 
process is highly losier] bat often it if so ertltiesl md 
grank that the cowsemporary sotiety got offended. Gis cut- 
bursts on temples, religio. anit God were too open and atte- 


ching than convincing the soclety.! 


limsel? a sifted artist, Srivenge tolleete.. cone of 
the yame ervihbusiasts of Bhorwer ed trained then in the 
art of acting ond play-production. The ‘Kannada Netya - 
Vilocigala Sanghat 19 privilesed to have staged almoat every 
play he wrote and 14 toured extensively from time to time in 
the rvenresentabive cities of North c<arnatek.The perforcnances 


ave Simple and effeetivoe without my ado of pompous settings 
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and séenery, though oecaciunally a new stage device on : 
shadow effect may be pregentcd ag in 'Shokachakra’. Gice 
Eallasen asain, ke gave anew tum to the drama of North 
Ramotak ty banishing “Mueic (excert in Udara Vairacy2;, 
pazary sevlinents, hackneyed themes and unvealistic chara- 
eter typen from the theatgs-boards' and by golvomiaeian the 
dvoema inte a dynamic art-fors. Tt was natural thet ble 
plays toned up and Gave a new pover and brilliance to the 


fnateur stage of North Karnakak. 
te hy 
Karan tn: 


What Kallasam gave as a ploneer to the Mysoro amuteur 
Stage and Srirnauga to that of Korta Karnatal, Sri Sivorene 
Rarenth gave to South G.aera or Madras Karnatak. He created 
for Sowbh Maraarek an amerte.gc efage and made iis lite colour 
ful and influencing with the rich resulta of his ow undsunted 
experiments in themes eid Yoras of drama. Drawing hie themes 
¥rom the wythelegies, hishory, soclety aid folklore, Keranth 
presented them in several different forms as fuLi length playe, 
One~acts, Operas, Shodow clays, Nimes and Dance sloys. Ike 
Zallosen ond Grirvnnga, Kavanth glso aimed at unrosatiag the 
artizicialities soe slees with sharp weapons of Satire 
end scathing humour. imscli on actor aid tralaer of Lemeuse 
uiderstonding ond capacity; Xarenth influenced the Amateur 
stage of Karnabak sm gomcral, in making it 9 potent median of 


vich ertertninnent end cocinl reform. 
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fwo of his orominent Alli length playa reveal bittemess 
to the vagaries of the maneyed and monasteries. 'Rttide Beis’ - 
a play in five sets is a walling satire on the social tendency 
of treating the poor es the subservient hangon to the ecoene- 
mically woll placed. Thoigh with longs pacsag.s of conversation 
ena rather an umartistic sxragia end, the play if unequivogel 
in dts purgoge and fulb.ess of emotion, ‘Garbhorud?’ is beth 
move realiotie and artistie in ite development and im oressi on 
ad none the lese powerful than the former. It 18 © aweesing 
abtack on the tendencies of exploitation of gone of the 
cermps inatitutions and theiy administratilous in the same 
of Religion od God. 34 io a cunvineing creation in antite of 
the eeicotial sage Kashya:e coming dow to earth, and sueteins 
yell with sharp od witty dislosues. In spite of the sorinze 
of humnsux, there is a eericas temper in the plays owln? to the 
under Gurrent of pity to the dootitute and to the exploited. 
Like Kailasem, Karanth is .otentially humen and practical in 
his ageroach to the problemas of social victimes. ‘ugtakavenbe 
Netake’ is a powerful aatire typical of furanth sledgehammer— 
ing the excesacs and affectationa of the professivmal theatre. 
‘tirivekkee Chslit, ‘Drioti Senvona', ‘Katte Curana’md other 
social olays have thear main purpose in enterteinment vith 


bonour and satire. 


Karaith brought about a new consclovmess in South Conare 
about the theatre. Almost oii sf hie plays includins the ~ 
operas and mimes have been staged continuously by stadent- 
g@xoups of Mangalore and he is on undoubted pioneer in condueting » 


guecessful -« experiments in various dramavic forma which could 


366 
he aSsmined later. Thus Eailasam, Srirenga ond Karan th 
combined in them urnicus qualities af the nlaywrisht wd 
performer; employed the same weapons of humour and satire 
though whith a differsmmce in degree and methods of uae and 
chaaploned the cause of the theatre in the three vais rericns 
of Kaxnotek. Together with Sm Bendre and A.a.Frisimers: they 
Yomned a formidable strength and achieved a nev theeure, the 
AMAUBUR PAGATRE for Karnatak. 


De Re Bonde: 


A most leading and exoressive of the noets of famnotal, 
Sri Ds PeBendre is also a noted slaywright of immense suggestion. 
uLt and power. Is hwacur in ite prestine -urity md with all 
ites slashing shades of suggestion and subtlety marke itself 
highly enjoyable, .:d Rakes Ihis playe/loved. Hilarious situa- 
tions pie@bured in «@ play dize *Pirukara Pidugut, *Seyo Ate! 
and 'Devvayvia Mane’, maz.c out the maghificent methods and mani~ 
festitetions of his suwour end brillient bubbking wit. Clays 
Lika ‘iddhara’,; 'Hageya Tlore? end the recent tHese & isare! 
{in two parte) veveal Sri Bendre's logienl and paeyeh tscierd 
probe into serioun social and domestic problems. it is invari- 
ably on undersurface thought and mcaning that sprout: hia - 
humour ond his trlumoh ie supreme when dealing with 1 tho.chi- 
ful thenc. Amateur troupes like the Kalonpasake Mandala sf 
Dharwar end eamnatol: Sollezc Amateurs have staged hit Lave 
in different parts of North damomtas with good credit. iis 
one=ncte Like 'TMrulkara .ddugut heve crossed the bordars of 


North Kamateak to aprear om the gbage all over, particularly 
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on the school and college platforms. 


Shug a bright wit aid humour is on dmportant contribution 
o£ Bendre to the Anatcur stare of Horth Karmatak; but more 
significant than even thst -1s kis starting the tradition of the 
one-act play in North Eamatak with hia 'Goal' | Equally 


aignifiecent ig the covtritursion of the'wono-play’ ‘o she 
Rermada dvametlie literaturo-with his ‘Tirukera Pldog'. 
'Pirukara Fidugut is a Bilarlous picture, bat hes a more - 
signiticoars purpose then even Llte Lirst rate husour- in ite 
revcoling the thousen? faceg 7a which the hunger and poverty 
of guy country mauzieats itself, It also caricatures aymbo- 
Litally the spparfisial alg of the well—to-do. The pley ia a 
deviation from the normal in thet a eingle artist on the etage 
reflects on each individual ef the long precession of the ~ 
badiling types of the necdy. ‘Tixukara Vidugu' is a unique 
contribution to the Aauteur stege as a maeterpleee of mono~ 


aching 4 


Srl Beadré made yet another eontribatdon to the Amateur 
gtece by providing a new vigicn of looking et themes as in nis 


recent play 'Hosn Sengera’, which, in sely sufficient ecompart- 


monts prescnts om a paychologigal trentment of a eubleet like 
Love with Lis nanifestatizs oid methods of working. The play 
4s a peep imlo the human mind, especially the subtle ond flauhy 
ing mind of the vomm. The play, replete with humour, with its 
heroinee Mandalcini, revenis threadbare the atory of little 
sugpleiona, nuracd to become a hundred hooded bydre to breeth 


ars polsion dimvto the enbice domestic atmosphere. 
1 Bor eB. Dasme '-§ oA FRAY LMoFAW ’ HoK FNS SE 
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‘ §ri Bendre'ts coitribotio: to the dtosalic litar. ture 

of the aaaieur stage of North Karnatai: 1s comosratirel: 

snail in volume, but is cousidernble in the variety of themes 
and consummate im the total impecssion. Tempered vith a rare 
genius of wit end humour ond baced on the exiid roc. ci logic 
aad poyehological treatment, hia clays have added cansideranie 
colour ond mosning to the Ama@ucur stage of North Kamatak ond 


set new faskions to follow. 


Sel AN Evishneres, Sri VeE,Goxak ond Sri Reoethstali, all 
the thee, well known Yor their substantial end merited esntri- 
buttiona to Kennada Literature have uritien clays ef considerable - 
worth. AerisEvishtioras'ts cerly plays like ‘Mad yeyo Maneheis’ 

a bitter ridicule on the marrieze of aged men, faAnetat, a Llove- 
tragedy, "Somukhe Vyaghre’, dealing vith the probler of unequal 
marriages oid his brilllint oneeacts includiag Jrelul assed 
his place in the field of Kannada drana. The A, I,4. sf Bengalore 
continuously staged his pleya. A.NeXrishnaraots choise to ~ 
flourish as a noveligh hag rerhaps rendereé a bad lows ta the 
danteur stages Sei T.¥.Gokak, one of the most imaginative 

and purposeful of the playwrishte of the Kannada courtry earaed 


gneme by his social plays like 'Yugemtbara’, 


*Jenenayakea’, Sei ReS.Megali tried more experiments .n the 
fons and themea of the modern Kenneda drama. His 'f avane 
Payaka’ could be a visuel pacture oF shecr poetic Er mdeur. 

i Akkemahedovi't and his ton onceagcts, collected in 'Estida Xai! 
end the coclal catire ‘Naacdberi'provided hopes for she Asateur 
stage; but apart from the one achs of Sri Mugali others are 


nore widely read then staged. 
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O£ the junior playwrights who invariably came to te 
influsnced by one or the other of the pbioncers like Kadlacem, 
Srirenga, Bendre and Keramth and who wrote full lemeth plays, 
mention aay be made of Sm. L.d.aRendze of North farmmtak, author 
sf some of the intel sely theatrical snd impraseive social 
oLays like 'Bhagyashti',; 'Farlvartanat, tHalutote' and the 
recent 'doojut om impressive adaptation from the Mamathi 
oviginal by name tJugar’s and mention may also be made of 
Parvotavent of Bongelore who is lailed as a true suececsor 
rom eiiasam. | Apart fren his very populer renderings of some 
of the representative western plays like 'Yaging of the - 
Shreut (Eahadug Ganda), ‘She Staops to Conquer’ Cindedl Gunga), 
Gomedy of Errorno (Viperyass) emda ‘fhe SthooL for Seandal? 
(Banned Domhe), bis ow: original mes like ‘Meena Maduvet 
aid 'Yarshikotaava', replete with humour and infused with a 
veighty purress have brevghy him recognition as e promage 
to the amateur theatre of Kervatek. L.d Bendre and larvata~ 
yeni ecen to be respmsible for sup.Lying the lifebiosd af 
two of the leading Amisceuy tropes of Rarnatak, Beadre for 
the Zalopasakea Mandela of Bharwaxr while larvatayeni for tne 


Chaya Artiots of Bengalore. 


1 Keilasam is reported to buve sald after seeing the 
performance of @ play of larvatavani” 
« SH abo heys SOc SY ESA) Qos) FSsModsexyy, 
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The Ouo~Aet Plays 


fhe Anatour ctoge im the recent treo decades seems to 
have thrived egseniially on tha One-Act playa, aid ymoest 
every one of the icnding playwrights of Larnsatak urote the 
oneescts in odditicu to full length plays. They sav? it e 
stots, ao rofinenent end brevity. The One~act is esaentially 
of a recent origin, about thirty yeers old on the Kmnade 
gtage. It is voseible that the ancient Sanecrit drumotic 
Literature had som anaiscus forme oF tho One igh da ~ 
‘Vyayogat, 'Bhwtet,'imka?’ ad Weethi? mencioned in Satva~ 
Shastra. (Ilel). lt te a playefora revived in Eonnedsa.centuries 


after Bhasa. 


fhe Ome~act ig tae result of a specialised techn que af 
sonposing m short bub wiolesose and unified but impreasive 
node ox drama. fhe difference between a full Lensth nlay 
mud the One-act is essentially in the sise and gbature. 
IZ the fulk length ple; ls the colossal image of Gocateewara, 
the duc-acvt is tne SolleaeRalike of Beluy. lt is ¢ straight, 
divest od fast rurnciag short play with ite own apecial che- 
roaciexvigbicg like the unity, opeédy action, sweep of emotion 
end paneion, economy, of expressldn snd a finnl imores: ive 
Shine’. A parti@ulay acs detached from @ full lenett play 
carmos become g One-act viay. It is like qa golden ring rather 
thoa a detached Link of a gold chein of the full learth plisy. 
rt ehould have a dramatic themac for its firet requisite md 
46 shovld bering within o much diorter spon of time all the 
/ emotion aid satisfaction that could be nad fron a fall Length 


play. Ti any be im ome océene a6 MYanena Selu' of Sriranga, or 


374, 


an more ag ‘Uddhera’ of Sri Bendre. It would perkeps degand 
@ full satiefection of the three Unities of the Greek drams 
to become om ideal tne-~Act. 


Tuonguroated by *follu Gatti! of Railasas in Mysore and 
by the play 'Gosl? of -D.R-Eendre in North Sarnutel:. the 
Onteact has been perheps the seat popular of dramatic forme 
in the age of the Anoteur theatre. It comen in hard) on 
celebrations and Testive oceagions wlth a small nomber of 
voles for a ehori duration ef abot forty to sixt, ainutea 
mid more them oll, 5 would usually pcovide no prc blew in 
production. 6 ic casentially seciel in theme, | samotous 
in nevture ond often intellectual in import. Kailacan, Sri- 
yanen, Kavarih, DP.Bendre, A¥.—rialmaras, 2.S5.Migali and 
other scnlor end Leading playwrights wrote out a “90d tiumber 
of onfeacte. The prominent meong the more recent bet esto- 
bhished playurights of dme~acts are “sheerseagere, vio, with 
a Bagtery of witg czploitation of humorous dramatic eiltuae 
tious Gave some of the popular plays for the Amate xr stage 
iike- 'Shomanmnena Sahesat, tilechitartha’, 'Deepatnli' and 
‘Kashivatre'; ksiver Nucarao vhno excelled himself in homely 
dialogues of Ynre charm rather Linen intense drematie situa- 
tion or characteriseiion in playa like 'Gandanajulmane’, 
iPahrapremadat , thenvasnva Bandaysa', ‘Prema Pamkshe' and 
others: NE eRelkemi, a popular playwright of Worth farmaton 
well know for bis keen eye for the odd and witiy exsesition 
as reflected in the slays *Nedumaneyalli', '3.2.zaidhivmts', 
y.0.0.Parishat? md tier Room's M.".Babu, author of some 


of the penetrating plcya that would dray both 6 arcile and 


g bear et the same tige- like tRegheniena Ratha’ and alse 


of Lond hilavitics like 'Badige Heese’, 'Gurubheyankera' 


other playwrights like 
and 'Ginena Aliya',.ad also/M.V.Sectharamiah, .kusturi, 


H.N.Kamat, Pongec Govindrao, D.&.Kulkami, UseltRulkerni, 
R¥ishna Kumar end Ch.Sadacivish. (me~act plays heve flooded 
the anatekr theatre with ubvious benefits and drawbaci:s. 

On the one haad, the one-act bas proved to be the ideal 

for the modera times and hes ennbled the stuge thrive slong 
With the cinena owing to its compactmess und short duration. 
Tt bas boen the moet popular with the student emstevre. Tt 
has grow considerably betn in volume end variety coverirg 


almost every aspect of modern ize! 


» for sne-acte ave - 
wELtlan om themes of wducgtion t'follusatti','B.T Buddhi- 
woata’, ‘Adbhuta Shikeheng’ md othersi, of Evilg of Tene- 
rence (Kabbepurona’,'Adiddenu', ‘voorvaranga’ md others), 


of Unenndorment of tac efuceted |'Carkassina Saraswati’, 


? 
£ 


‘Bas Room, 'Pristia’. 'Namadelia' ond ovhers),of problema 
of women (‘Ammovregandat, 'Asvanedha!, *Henninu @odaiut), 
of Social evils *'Ranishkera', Uaikeeya vishachi’ ané 
others) eid of come of the eLomal doneshic problens « 
(‘Home Rulut, *Propwiche ivavaha’ and others). Within these 
theee aceades, the number of one-acts urislen may Dave well 


surpassed a totel of threc windred. 


The cvil of the omeesct is obvious on@ is twoefolda. Its 


techniaue seemg to be nuch misunderstood as seen Prom x 


‘at 


Pewee ROKER REN cette cA fe eo 
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coneiderable portion of the voluminous output, ad seeondly 
the easteny stege sees to bea tod much astisited witk the éne - 
att, aa perhavg it is the easiest to stage. I has given room 
to o feeling thot its service is falec aid often undignified. 
Shin feciing is partly due te the fact thal the One--oct md 
sonetines even the full length social play is incepable sof 
ballding up a ‘Classical’ aimogphere of dignity and nie tevenek 
avolling of ell the finc arts that ga to make a true droms, 

It is not for from truth either, thet the lofty ingtitution of 
the théntre is made to hang on to the thin purpoge aY light 
humoure There are brillicnt exeephiong of course, Like 
'Eohtehitara!, ‘Kapatenatala'l, tNadumaneyalli!, or ‘Hees Sammara', 
putfauch eXceptions one hug to go back to the plonsere alone. 
Meny on other social play is incapable of giving any intensity 
of enotion. Ag suggested by Ra Anantakrichin Sema, the modern 
sociol ploy, particclariy the one~nes lacks in the weight of 
idesis ond intensliy of esietiens aad 50, naturally becomes 


teo Light sopetines tn be taken seriously, | 


the social play bas to male efforts to regain the lost 
woieht ond Glonlty. Ab the tims of the opeming of she new 


68a, the seciel themes chaaploned specific tcougees Like those 


F  AGKYY, VACA BATS WA UeHIKUG GUL? A595 Sy, 

eS KY AY SHnedWA TC AWA THA BOS QL OS 

BARMAN SHA KN Zed hoerasy ely srhewei yay ond 
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of social victims, the oppressed and the discriminated 

$6 Set the peopie to think seriously. In this recard the 
fueteur stesc bit a wark that was missed even by the Pro- 
fezsional theatres, “ar ite ulays were virtual cla:sica ~ 
$honugh on ecclal thenga. Such a noble purpose should re~ 
VWitalise the theme ogsim and in order to syeid eatexing 
oniy te a particular section of the society~ the antellec- 
tual seeticn- the moder: drema will have to reconsider on 
rablonel lines its relations with the comevom man both in 


the olty end the village. 


PRUSEE tacion ABD ASS Lo. St 


he production of the amaterr play is made so easy snd so 
simple that if it becomes Imoresalve in shoumaneshie, ib is 
only in exagptiscnal cirewaatanecs. the soul of the new play 
centres in the 2054, the trenc congstruetion and humour vathey 
then in the peoduction-vossibllities. The nlay looks comple- 
tely shor of ony worthe veisht ond often even dignity, - 
canteblbuted te by a anzmony of mugic, dimce, imores ive 
acting, settings, crusesy god make uo. Uleat the professionals 
overdid, the ometeura seen to omit in its entiretr. The reseor. 
ig thyt the modern saciclh play prevides alnvst mo seove for 
anything strikingly yvieunl; dtc appeal is to the mind. - 
Sethings end secenor; became symbolic at the hands o1 the 
Angteurs, for, the sosxe typc of plain curtaine came to be 
used to provide the necessary background for different 
settings Like a home, a garden, or a strest, which alone 


vere the usnal ecencs found in the modern social day. 


375 

The art of nalse<up ‘a specinlisea technical sciencet, 
which is still in ite grand glory in the folk theatre ia 
almost totelly neglected by the Amateur staze, fcr, there 
is perhaps ne need st all to put it dito uss. The artist, 
if he is quick, prints his face ad gets ready within five 
minutes with the glued nougtmehe sticzing on hia upnex Lin. 
I% is usually a thin water-paint that provides tre founda- 
tion colour,= and souetimes used without mush discringtion 
for oles like a servant or even an old widow. It is only 
the Lody~roles that arc paid sone attention to with regerd 
to makceups end yet it should be accepted on cil handa that 
4% was a ereat relis£ to sec that girla tock some interest 
in the ometeur dreg® md appoered on the stage without sueh 
reservations. The gsdvent of women on the stege further ~ 
simplitied the acthod of malce-tup. Indeed, an easy ‘tone! 
18 @ consideration for conveniences tut the total absence 
of 2 pee for make—un in the amateur theatre har taken 
evay consideratle visual dimevession. 1% would not be in the 
auterest of the thentre to allow ts decay fine orts like 
the aft of meke=up ox the art of arranging tastee.] and 
guasestive sétbings which are so intimately connected 
with themtrical illusion. For the sake of converience, it 
would not be desirable to discard a difficult but vorthy 
srodition aud $0, the Auatcur theatre may as well concentrete 
on O4 oGuedional mythological or historical play to brine 
a Ghigo in the monetony of social themes and aleo far retoin- 
ing end developing che fine arte comected vith the stage 


end ite colourful production. The kuoteur theatxe is doing 
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eesentiolly for tho witelligent if not for the intellectual: 
bet still, 24 may hit the mart by alming to eater net only te 
a particular scetion of the people but to all tastes, This 


would b¢ in the interest ef its om influence and longevity. 


fhe anateur agtor ig us more pursued by the stigna thet 
dogged the professional acter for centuries ~ as ‘Kusheelava’, 
the tinmoral’, fhe educated sctor of the amateur stage is 
invarlably aman of high ascial ctemding with an shligation 
to the morality, geod taste aud honour of the stage. He hae, 
grog this anughe resurreetcd the art of the theatre frem ita 
\uupopular state, Even tho profecoional aclor is mow Isoked at 
wit) some consideration though, what fT. Raghevachayl eaid two 
aecates ato about the daizers of stage as a profession, has 
no’ changed much in its imnsort even tomday ', AS Migvesrted, 
she edtiembed omen embhusiaste have added considerable grace 
ta the stare by thelr interest amd eriietic potentialities 
aid baye mate the satietsur theatre Jack meatural. ‘Fardly woue! 
appear on the stage along with menbers of thelr families and 
this hamoy and encoureging vradition seems to heave bsen fires 
inid govt by the AeDeAe Of Baneelore on the path paved by 
‘Sumina Vilesa Sabke’ of Mndresy a leading amateur troupe 


of South IMdia. 


the aneteur tegatcre hag 2ts #reat advantege in its 


playwright who is invaviekly 4 potential actor. Tuekily fer 
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Kornatak, lis ploneerc including Kallagam, Srirenga ind 

Karventh being scoters of consunmate azill, were able to 
preseribe methods vf production of theiy plays. The leading 
enatenr troupcs enjoyed the services of artista who zould 
conpera favourably with the lcading professional acto sts 37f 

auy verone @. Raghavachari vas a flourishing lawyer and 

Devudu Navacimhn Sagtri a notdéd writer, bat both, with their 
bountixul talent gave « status and eareer to the Amaceur 
Dranatle Association of Bangalore. De Lekshmenayya, a sdyoeste 
and Ge Anendarndy a Palace Official, cane to be noted for their 
yvich higtrionic talent. an seen from the performances of the 
Literary Prowatic Association of Mysore. Dr. N.Ss Herayana 
Sartri, Dre AeMe Natesh, T.oM. Amcer, VK. Srinivasam, C.B. 
Jayereao, Be Exrighmonurthi and other senior membera or the O14 
Boys Asascietion of the Maharaja's College, Mysore, compared 
wOll with the beet cof the prefessional artiste of theiy times 
with their brilliant performances in 'Gadayuddha't of G.M. Sree 
hantiah, ‘Ashadhabhouvwl' af Aell. Moorthivao, 'Yamansclu' of KY. 
Puttappa, ‘Saving Semasye’ of Vombay Yenketacharya ard other yous 
Ne Kasturi, C.Es Magaraiarao, Chi Sadashiviah of Banenlore, S.i. 
Paryati and ¢.Se Benhur of Tegalkot, Shimsen Joahi, < dirctingui- 
shed masialon of Gadat, E.G. Halgiei of Dharwar and cther 
potential actora added considerable luatre to the 

fmateay gtage of Mysore and of North Karmatak. Thougr in the 
duateur theatre, the actor has forfelted hia own lefty place 

fn favour of the playwright umlike as in the professional 

stage, he hae stil to ploy a vital role for lta sucaeag, vith 


e disevetion od goderation, it is after all, the actor whic 
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prings home the full isport of the modem ‘intelleciual' 
play an@ in thic regard, lt may be said that the Amateur 
theatee of Knarmatak ecens to ba fortunate. 


HOW BAPEREMINES : 


Deawing the inayirasion fvom the advaneed West snd 
in tune with the development of the vorious theatrieal moder 
in other vorte of Tidla, Kamatak has tried ccveral oxperd- 
monts in reomt years, wlth coneiderable suéeess in biilding 
up ditferent theotrical modes like the Opera, she Impromptu - 
play, the iono=play, the Shadow Play, the Dance Pla, the 
Mimes oid ‘the Childven's plays. It may be seid that noet of 
the enrly experiments in the different theatricel acdes were 
eonducted by Sri.K.t.Eoranth of South Canara. fhe trend is taken 

up by lather writers aid theatriecl enthigsiests who breughs 


comelderable popularity to the different modes. 


The ern 4 


The Opers, a musical representation of drama ic e wore 
advanced ond refined wedium than the spokei-word-pluay stecerding 
to the yveoterm atendaris for it is canable of nortraring - 
digferenxt castles of differcnt-ckeractera et the same time. 

3 the opera is inevitably agsoclated with the 'eaotional dance! 
in the vest- though mot to the oxteat as in the bellet, and 
the corteibotien of tho westerm orchestra to the opera is 
considerable, the atucsphera built up by the opera in spite 


of the intense remsatic music which is not considered to be 
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in "good tasset | has earned for 25 an eaavinent position in the 


theatre of the went. She opera im our country is not so closely 
% 

associated with dance” and it is partievlerly ao on the Kornada 

Amateur stage. Ib is just 'a poetical tale or a fic¢tion pre~ 


sented in music and acting,sided by a few musical irstrumenta, 


Eanmada operas, ‘thoush suald im number are intanacliy 
musical and thentrical. 'Asvathamen' of Gri. B.M. Srilren ciah 
wth 2G6 coope For achion end music provided in iyracs 3f 
ditfertat metres, abtained the ctatus of on operas *firupani+ 
of Magti with ita rich treasure of Senga and drama 3c enether 


ingtonce, bat neither of thea yas obviously tried t the Ama- 


tear Stage with all the seriousness they deserve anc demand. 


It ves Sri Shivarege Keranth that compored, diracted and 
enacted the opera as to make Lt n dynavie art-form f the - 
Smaucur etoge, Eis operes ore saarked with simple an¢ sometines, 
oft repeated comicn-place themes but hie masberly technique of 
plot gconetruction maxes thea live srear in the memoxy of the 
spectctoy. Some of they ike ‘Ritu Yatre’ and 'Rud¢hodays! 
provides scope for dence Inrh every one of thea allow: for 
iatense cadtionsl action aided ty appropriate misic.'Lavakushs' 


and *Sovitri-Satyraevan’ desl with the well known mythological 


4 Bdvard J.Bent: ‘operat. Penguin Books. p.15. 


2? Exceptions are mot rare, warticularly on the Saiskrit stege 

' of the 76th century os cyidenced in Srishbnaleela Tarsmgini' 
of Teerthann¥rayanasvani: P.Saubamurthi-~ta History of Indisn 
Oporse'~ S.kyrialmnasvenl Iyenrer's Commemoration Ve bima.p.420. 
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thence wille ‘Risa Gotamitand "Buddhodayat are based on 


legendery gtoriem ‘Biju Yetre’ gives a picture of the strange 
wut inevitable relation between Mother Hature and the cultivator 
and dike bis tuktadyvara (1930) that traces the March of the ~ 
Father Time, it could be produced as a gorgeous extra _yaganzs 
of dono ond music in aplte of the limitations of the Amateur 
stage. ‘Somivea SauGhacya't clas provides fer cmotional dancing 
especially in ite first vert up te the cremtion of a yrend 
athnoaphase of the merriace of Seal. The opera is a tense tra~ 
gedy seS in sural atnoerhere.'Yaro andexat algo ts set in rural 
atmosphere and marka the triumph of Karanth as it achieves a 
arenad shade of natire and humour in the opera; ib deals with 


the nethoda aad monifcatatians of the villase seandal. 


ALL the optras of Zaraath including even the lons ‘ Faduke- 
bakudu? have been staged! $hougn some of them like ‘fisagotami', 
‘Teva Kugha? and 'Sevitri Setyavan't have remsined higaly popular 
all over Karnatak. Karanth's ‘Lava kueha! in particular, hee 
boon gbagsed with equal suecess ag q Tumb show, a9 a dpera and 
aisoa a Shadoveplay, Korarth has proved on the stage vith his 
operas that the emotional incenelty could beat be expressed 
through musie and Seeture. He has hinself set tunes to them - 
mostly in appropriate Windustheni classical rages and alse in 
the Sol musical patterms.Some ox the operas like 'Somiva 7 
Sanbhagvat, tava Rughs' ond 'Sevitritgetyaven' have seen aided 
by the Chorus which, wth tts narditive music moves tae story 
Zurcher, £eaeta to the cmertions of the characters and adds 
considerable ctmength and beauty to the performance. 4 logka thet 
the sucteny platiora ia too Limited for the crand imagery 
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provided by 'iitu Yatec' vherein Nature with all its vigommue 
end beneficial aspects tekes pert in human affaires, vet even 
that ia essentinily theairies? - if the Nature ls represen 
ted syinbodienlily. Iie opera may not need coleurfal and fahilous 
setiines oad seencry birth does depend on considerable musical 
and hietrionic talcut ed meticulous treinine on the parh of 
the artiet. This when coupled with the benefits of Karanth’s 
dircetion, the opcra,ac in the paot,proves to he 2 ovbhins 


etperieice to the secetatox. 


Sri P.T.Naragisnechom, a noted poet with exceptioznal 
inasery ond skili in portrayal, with his congiderable sense ef 
music and érama gpeated grand pleturee of divine glory rarti-~ 
culariy in hig full length gorgeous operas Like 'Ahalys' end 
'Gokulo, Hixeanono! that vould compare well with the ‘Grand 
Spera! of the Wbst with their themes based on attraction,loeve 
and conflicts His operas are charged with intense emotion and 
elevating thoughts md are essentially postie in atmosphere. | 
Bat thelr denands seca to be beyond the afford of the Amateur 
stage. If they could ever be dene in full, thay ecsulé provide 
@ fave ond clevating cxperlence to the spectater. Hitherts 
however, in spite of abtenpts to bring them on the stege in 
nats, the operas of Sri Norlemshacher have yet reneined typi- 


Gai end cnnobling 'Sravya Ravya'. 


Sei Recrti D.Eurtakoti, a riming young noet of « gacd 
gease of drana , music and dencc, compos#ad attractive operas 
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like *Swapriedarohni?, *Ahalyat oid 'Shabari'. Ike 'Pavaria 
Povaka! of Sri ReS,Magali, 'Svermadershi’ sketehen tie adven-— 
tures of 40 inquisitive mind in auest of ‘invine’ flame whick 
vould burn to ashes the busian ignorance and eternal misexy. 
@hough sinele in nature, his operas impress of theiz emotional. 
intensity. If Karventhp's operas are essentially dvematis and 
those of PT, ¥arasinhachar intrinsically poetioal and imagery, 
Kurtiketi meets then both halt vay and blends in his operas 
theixy calient qualitics, Nie operas are staged by student ~ 


oF 
atateurs of Gadag and jother eities of North Kamatek. 


fhe Dance Dramas 


Close to the opers ia the 'Denee drama’ or ttheme danewa’ 
beins meade ponulor oa the amateur stege by modern doncers. Like 
the weaterm belles; the 'danece-d@rana't places an emphesis on 
dencing ond aymbolic gesticulation as an additional nid to 
SOLE eSpreasion, te rouse a escrtiment and to convey c set 
thenc. AS in tha play or the opera, different characters are 
vepresented by different percona who, as mostly in Kethekell, 
ropresent a regularly set theme with all its complicetions, 
conversations and emotions: bit’ the synbols here may not be 
strictly eclentific as in Yathakeald though they bring home 
the full import of en onotion. There is a flare for treining 
the children in drmcing in the modern times, particularly within 
tha Lane decade ang the enatcur doncers-hoys and giris- are 
fagt popularising the ‘Danee-drenea’ which is virtuolly the time 
honoured thene-(ances of ouxy land. In a vay, there iv a cevivel 
of sone of the classical themes mythological ang historical, 
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Like "VYiswanltre Meneaka’,'Siva “orveti’, ‘Manmatha Balaca! 
and 'Euddhadeva'. Sociol themes have also been take un tr 
pweoeressive th enthusiasts like Srinivasa Xulkerni, ieesn 
Herenjal und others af North Karnatek, Prof.d.S.Kricima Rao 
of Mysore, and K.Shivarama Keventh of South Canara wbo have 
composed suceces£ul ballots on themes of economic poverty, 
the évils of A@riniving end the condition of tne Indian labourer. 
Tdght ond short dances with characters on subjetie ike the 
‘Snake charmer', ‘The Hnety lovers! op ihe Begver ané the 
Cuila’ zengain side by side with the heavy themes of danes 
dzrono. A new trend and a very modem modc ie dance-inter~ 
pretation of neestingful lyrics a= the nodem poets, a mode 


whieh is gaining stesdy pooularity. 


The Dance<drame says pernaps the besi attention to nake~uy 
end coatumea on the Ainteur stage, though the settines and 
scenery are conparatiscly scanty. The yexrforneace of each there 
WLLL usually cover a duration of about fittesen minutes and is 
sided by on orckestra oF misi¢eal inatrusents beth to aceompany 
the ‘tack-eround=singer’ (the play-back axtist) and to provide 
musical effects in sammort of an emotion. It avails of the 
benefits cf stage-devices, parti ularly of light and shedow- 
ead becores impressive. It is mostly performed by beys and 
firis of teen a@e efter meticulous training and but for ite 
enoxoug thence, the Dance-drang would be a worthy agmeect of 
the dhildrents theatre. It interests the adults as well, and 
ia Past becoming more popular than the Opera. It ie a symbel 
of the vevival of music, dence and geoturé, the original 


fundamentals of the Drasay and to on extent, the ¢lasmeal 


/ 
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themes “kar modem oudlences. 


the Impromptu Psy: 


fhe Impromptu clay which is fest becoming very szepular 
is 2 2ecent theetrical node hardly about two deeades old, 
possibly heaving ito inception in the 'Steff-pleaya’ produced 
emvanaliy by the menbe 5 of the Maharaja's Celiege of Mysore to 
entertain the outgoing atudenmts of the eqllegs, The busy - 
professors whoa could nob have lelsure nor patimeée to rehearae 
gat length a written vlty, uscally met just on the day of the 
pertomenice, thought of a thence, discussed the dstaile rezaréing 
its movenait and Chimes and straight went on tie stage with the 
necessary make-up of respoctive soles. The detalis ef the rlay 
endl ita duration depended artavely on the spot ingenvity of 
the actors vho bel to veact intelligently +o all the anexrested 
expreseions, interrogations, trists and turns by each other, yet 
developing the play to @ successful climax. fhe imcort of the 
play vould usually be hilerious husour~ byt its shape cold 
never he mire of till the cissé of the performance. In ev way, 
the Ipromatu play is a challa@ige to the intelligence and - 
histrionie abllity o” dts aclor and uta guchess depended entirely 


on his gonius. 


It a9 true ther Lhe seeds of the Impromptu play are sem 
in the folie performances line the 'Prasanga’ and Yaksharma, 
but there, the omit of tne theme is clearly defined and the 
artist's spoken words are cusentially by way of interpretation 
of the poetical composltlor. The tIrasanga’ is nore m intelle- 


gtual exposition than a refilar play like the Inpromotu play- 
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Yet, the sald folk performances ubich have not s¢t their srese 
into writing, previde seoye for inepiration on the met and 
expreagiona devinting fzea the maine The Improuptu pley, 

hoveyer, with its uncertainty cven in the theme, end one's ow 
yords cannot he comparcd with the folk performances which 
obviously stend on a better footing. The very quality of ite 
charting uncertainty lines made the Imprompiu play very popular bath 
with beth the artist and thd audience. 


Thug initiated by the gtaff of the Mysere Collerve under 
the gridence of the talented Sri N. Kasturi and Dre Nef. Narayana 
Shastri, the Impronptu play. caught the attention of Zarmatek. 
Severnl oaateur troupes all over the Kannada land tried it with 
suceess and it becsac a Past, Oe bheiy ability. ‘Impromptu 
play competitions’ beeaie & coum and attractive feature of 
tho Eonmada Conferences sid celebrations of institutions. 
Memobaro, Groatha Helat of Dharwar azrenged a competition of 
inprompte plays onthe oceasion of its tSahltyetenva’ inviting 
the enateur troupes from al, over Kammatei. Only the title 
of the play, and sometines, a very brief idea of the theme 
was glym to the omateur troupes on the day of Lhe perfor 
mance. Such compatitions renultcd inte print, substantial 
plays of intrinsle drana and literary merit. ‘Saubhagya', 
the prise winning ploy steged by Shri Cha Sadasiviah and his 
aanteur frienda on the oceanlon of Sahityotsava of Manshara 
Geantha Mala, 'Chomavencyea Chaknchalyva! by Shri N. Kagturt and 
friends obaged om the occagien of the Kemnada Conference at 
Shimoga, ‘Dharmade polu't by the United Artlete of Reneslore 
on the cocasion of the Yasantoa Sahityotsava of Karmadn Sahitya 


a5? 
Parishat in 71946 deserve particilar mention in this regard. 
Hany ei other imoromptu cerformance shaped itself into a 
brilliant One-~acts vAen consolidated end printed like 'Gnggayya- 
ne Gadi Bldl?, 'Vare Sarcekshe’ end 'Kadone’ of Sri ci.dneturi 
ond 'Penchangachravana', *Bhaviehye’ and ‘fwayamvore' vritten 
hater by Sri HV. Sitaraniah. 


With oli the dengeza of slips and odde of the narticinant 
during the perfomance, the Inpromotu play provides /excellent 
training ground to the artist and alerte his wit end increases 
the tdemmatic’ in hin. It igs m acid test to his talent, a 
‘ountizul entertainment to the audience, and a platform for 


ney Grenbtion of playa. 


Hetyachates 


Another vecent bit vezy popular theatrical form is the 
moncacting called ‘Notyachata’ in North Karnateak and 1 Aram 
prtva’ in Mysore. Its beauty ond impression is in lic techni- 
cal triungh. An individual acter,ell alone on the stage ereates 
for binsel? end for the encetetoxr, by the sheer illusion of 
his aching, a Tull experience of » real drama with all its 
compontnts and pasticulorly the opposite roles. Lize 2 man in 
the drowing room, carrying on conversation with hie woman who 
a6 in the kitehca, the octor taiks with and repliea to all the 
questions put ty ttle lneginary wide. It is a ereation of Lllu- 
sion ond the Netyachata stends for the credit of a clever actor. 
ts duvation ig neetsoaclly much shorter then jot gq one-s0t 
Lest 4b Locomes monotonous. Its tone is humorous aid its method, 
arresting, Many of the Hotyachate of the type 'Mallise Chanpara' 


will heve charyving and sxgtciuing theacs, aud/ become impressive 
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only boeanse of the performers talents. It does not srevide 
for any intense drantie sebion on the stage bit it on tebtainiy 
Bict re a oituation into G11 climox with a performer 2ll pslene 
on the gbage ali the time. It is the intelligm@mt use af his - 
yoiee, articniation, apprepriate pauses and a capacity to 
chengé the emotions sharply sad quickly that beings Life and 
triumh to the Batyachata. Some of the early ‘Natyaehatas* 
dike ‘Raynrapooje’ of Koujoalei Yanumentarao, ‘Helugamdu' of 
Kviehna Kumar, *Edevida Kendeclu? of Srireanga, ‘Maliige Che- 
ppara’ ond ‘iImwyer Prayena’ of Keheerasagar epoke 17 
favour of then as the ideal mode for a short light heaorous 
entertainsent. Letdr weiters iike N.E.Kalkarmi, 4.5 Gsdaga- 
Kev, MeN« Babu and o hoot of othere contributed such mms- 
plays» .°. Habtyatiote has further simplified from the one«sxet, 
the method of production for it ia deveidé of any setcing and 
Gisborate preparations. Still, when vell performed, .+ brings 
the _. dmpert of a vholesome one-ants vith symbolism and 
suesestion at Sai nlay on the stare. 


Pe Shadov Play: 


Bhe Shadow pday is on interesting experiment as a 
Specialised teshnigue in playepyiduction. I+ has every 
accessory $f 4 veauler stage=play imcliding a theme- mytho- 
tovical, Riaterical or Beg agtee “and the assiatence of 
backsyound musica. ‘nlike as in the folk«theatre - wherein 
the Coloured Inoge is mmipulated into perfarming the dramas, 
the nodem Shadow play is enacted by amateur actors cho perm 
form foehana a fixed vliita cereon that covers the entire stage 


a 
oA 


ang expestd to oa poweetul lemp that throws a floed o: search 
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iight, The shadows of the actars fell on the sereen in aharn 
fenturégs Tho artist oynehronises his worda with his seting 
ybich is essentially plyeical ond to an extent, exanrerated. 
Delicate facial expresclojs would hot be of any avail in the 
shadov play. fhe acter will have to move hig limbs with s nlemer 
perfeebion sa that tht shafloy @ynld convey the Gesired ‘aetion . 
Re stands Clone to the scercen vith his aide to it as to allow on 
the sotecn his shndow in profile end moves only forward maid 
bacikvard along the sezeén, close te it, because if he onme 
slightiy owt of his marked tract Govarda the Light, his shadow 
will suddenly groy im eine. He will have to be as careful in 
the movement of his limbs elso, for, a hend helf extended may 
ook inthe shadow as if it is shicking out of hie etomach. 
Bhe actor hero is perhops more a technician than am artiet. in 
intelidgont ase of delicate denee poses and moverents will - 


bring conciderable charm to the movement of the shadows. 


fhe method of mace -up is emtively different in the Shedow- 
pley for 14 is not the sector but his shadow thet Js to be < 
presented to the sudience. Anacordingly, there is no colour~ 
male uo for the artiat ond nost of hla omemerts and esptumes 


arg madd of thick: naper end ore tied up with threads. 


tho shatloy play proyides for impease poosibdliities in 
presentation, VAthin a aplit second the little ‘dwarftt on the 
seréen could beoome= by moving towards the Light a fantesti- 
enlly huge Figure occupying bb entirely ike irons ', Like 
ain the tridky photogrrpiay, boty norael and the eclossnl human 
fizuves conld be created om the setee cide by side talking and 


noving, thereby hringing beforc the sye,a realiatic iscture of 
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Alladin ond bis servant Ghost. Exylolting these poagibili¢ies, 
Sri Eevarth wrote aid produced thyee shadow-plays with aymbelic 
ehorocters, but with definite plote and purpose. In his - 

tRelvta Keaiket that dealt syebodicelly with unequal economic 
groups, Devi. Debit thet provided a picture of the wtery of 

the oppressed women aud her ultimate reeurrection, and 'Miri- 

ya Beyaral thot declt with the qaanieipation of man from the 
shackles of Whind faith, Gri Faxenth tried aueceesful experi~ 
nents of Shadoyetricks. Cre such theetrical illusion was in 

the play ‘Devi fiehi? where the spabolic eharaclers Sumene, 

Surame and Sujale who vere infurlated by the treatment 

given to then by aan vroae into a huge stature of imiense 
strongth blonding thcaselves inte one cdlessal, personality with 
thece heade and siz arms. Most of these operas, and parbieuwlarly 
‘Ravekusciat would suit to ke a shadew-play of inmmenas ispre- 
gsion. ‘Layokusha!l, tock the audienee by sterms when atazed by 
Seri xorenth vith his trained bend of artieis of South Cancra 

ead Mysore in ‘the Bangalore Tow Yel about iu yeare ago, on 

the occasion of Naconta Sshisyotaava of Kannada Sahitya Parishat. 
Por the sake of a change, charming and eologesi in fantasy, 


the shadow ploy meedés every encouragement fron the Amateur stave. 


@he RadionPiay! 


fhough the Badicerloy hea nothing of a darect connection 
with the gbageye proxceational oy amationr, ite indirest influence 
on the modem slayuright, actor and on some aspects of stage- 
production steas to be gestehiG: aadioenigs has frow: in volume 
md yaerloty within the Last fifteen yeara bringing en awaxenesa 


anovt she worth of diiverait tynes of themes mad alan ty oreatin 


ood 
o taste for them, ytlological ed historical playe are 
0% Zes5 popular than the gocial ones on the eir. with an 
equal omphasis on the different modes line the brose play, Opers, 
Folzeploys Pantooy, Childrents play mé the like, the radio 
provides a ponovome of the various sicodes of the Kaynatek 
theatva through ite cium individual tectmique. 'Radio-~ 
adaptationat of many 2 élessicel’ stage play hea breught 
back the old Tlayuviehte threnth the radio sgain. The radio 
haa thug done subetartialis to revive the classical thene 
thereby comtribating towards preserving the old modes on a 


compromise with the new. 


Radio play. is essontinily a seund picture,- Oo "play 
“or the biind’s yet 1% is capable of providing wholseome 
eneblonal ck&perieneee through soumds, words snd musie. It 
imoresfes on the artiste who ig invariably an amateur artiat-, 
of the best methods and benef®its of a prefitable use of musie; 
wolGe and words. in the interest of qa Tull expression of aa 
snotions It traine the stage-hers to avoid the usual speaking 
in one combinuous monotone or ranting about and tearing the 
pageion to tatters, tho radio-phay has been able to genatruct 
convineing and tolonsal pictures= mamy of which were beyond 
the stege= mainiy br « eareful Blending of music, souné-effestes 
ond caloulated methods of sneaking. 'Kama't of Rojilasana, 
iRitu Vetue' of Karemth, 'hoodra Tapesvit of Tuttappa and auch 
other gread vieburés sf dane sé imegzery could be harnessed 
and interpreted (by the twadio rather. than the stage. llaye of 
literary merit ond ¢rend Yentacies neriicularly mult the radio 


end get the best out of it, as much as intimate family pictures. 
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the comped ling conditioning of the radis, when applied te the 
stege production, . vould necessarily be for the latter's 
benetit. So far as the playuright is concerned, the redio 
gapresses on hin of the benefite of eevee and sharmne sca 

in dlaloguess 44 teaches him the secrete/intelligent arrange- 
ment of thoushs ond using vworda, With regard to the theme, 
the orgonie development of the plot, choracterleation, unity 
end intelligent @isiogues and the total impression, what 
would sait the radio may as vel. suit tae stase~ and that is 
how neny a plaguright hoe written with success both for the 


radio and the mage. 


Chiidrents Theatre: 


fhere is obviously nothing substantial dene to cater to 
the tastes of children in Zarnatak; and it looks as though they 
eve most neglected with regard to the benefits of the thestre, 
in spite of stray lays and malges centributed by some of the 
champZons of the children's cnusee like Hoysala, c<areith, 
Rajarstuam and Penduranga Reo. Until the very recent change 
in the General outlowe sudden and intense as it wase children 
had at Best to contain thesselyes witnessing tna shows performed 
by adolta Sor adultas Mis unfortunate coalition im cur country, 
particularily im Karnatci is in glaring contrast with the 
technical enenltica provided to ehildren in the West end in 
Tussia, These, the child is served botht: ite taste and needs 
by the tally develooed Chlldven's Thegtre which has ascumed the 
stetus of 9 respectable metion tudlding inatitation, The Gnild- 


rents Thestre takes care to serve divfereitiy to children of 
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different ege=graupe and the specialist playwright, the acter 
amd the producer uog their ‘best. judgenent and put in their 
best offerts te catcy bo the srovlng mind of the child ‘the 
Sether of the mam’. wvheakespcaze and other classics have bean 
vemadapted to cuit the children's theatres new modes of thea- 
trleal presmmiations are cxrerimentecdnev theses of children's 
tastes are tirelessly verkcé on and a very néw approach ia 


inde to understand the ekild's mind end Ris nesds-. 


Deeiatic inatincs is imboran in the child wid he will hart 
gscet fascinavion for the ayabelic representation and in fact, 
he pronipte it. A broken cheir can become q golden throne for 
hin, and e@ long gbics, a royal stead. fhe inanimate is hie 
ainxtinate friend aid often he ereotes dual roles within aimasl? 
eae talking aloud ta tho other. Thic instinet of the child ia 
to a gzews advontege o£ che expert writer and actor who will 
have toe harnces the great sense of the seif~atendon in the ehild,- 
cultivate 1t aid Gili the pelliucid sanctuary of the ehild'ts 
heart with beauty, er mdeur and meaning for the suke of the 


cwild, the ext end the frbion. 


iv needs cm exper$ to harness the power of imiteting and 
piniory in ehildwens Ié mecde @ specialist to entertain and 
enlighten then= with clays produced esnecially for then, by 
children themselves. Themes ond presentation cammot afferd ts 
bo beyond their veech: nox ean 14 be a eomnion type for all the 
acoesroups. Corerytiion cannes be wrought in the child's pure 
innceer$ impressionable alnd by enacting plays which have e mele 
€venctic and coarlinertal interest. fo tae child even the immor- 


tel 'Shakunécleat may uot be of auy relish- much les: the playe 
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Aieg "Rati Vilep! or 'Nishya Sringat . 


Before the Ameatcur stags took on itself to cater to the 
childven; the Professional stage did try some exneriments. The 
attempt vas just to deveicn a taste in children te enact claya. 
Sri, G.UiVeeronnea started a children's troupe in 1924 undey the 
mone ‘Balakela Yardhing fataka Sangha', trained the young boys 
apa girls and ren ft on profeeslonal lines as a brane’. of the 
Gubli Gompany Yor about tue deendes. The yaung troupe teured 
about in digfesint vasta of Zawmatak staging playa like - 

‘Sei Eviehne Lecla} “cusn Vadhe} ‘Quemin? Swayanvara, Sri Zrishna 
Parijeta, Krishna Garudi’ end ‘Savitvil on the same lines ran 
thé 'Akka Mahbadevi Kripa Voshita Mandalit of Eollegal, a chil- 
dven's trouse organised by G.F.Hallarpa ond tue *4Amande Sangeeta 
Nate Mondeli! of Luntey ulrieh peid visits to Bangalore and 
other ports of Kaamotce, ' Gece frounec earned money with a 
professional ‘perfection end polish'- rare and rejuvenating- 
bat ccrtainly a@i€ not ee er ee the theme waa tec heavy 
xoz then, bhe dialosue vos stegy, BUSLC vas unnatoral and the 
oroduction, too artificial though pompous. From another point 
of View, 15 wad Virtuelly a professional trouce twitr all its 
Wiees' run by ‘younes boys and girls.” It was far from 9 mode 

cé children's theatre. 


The gaetcur stacc did try to understand the needa of 


childvem A masher of plays wore weitien essentially for them, 
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end many of then.staced. Sri Shiwavana Keranth vrote and got 


cnaeted by the school children of Hengelore a fev imoxvessive 


partomines. tIsnitu Giibome’, a cubble satire on the carte 


system is recorded to bave been ea good succecs on the children's 
stase. tGeddey Setya’' charmed the children considerably with 
aditfereat nations vrepresmted by ditferant onimals arvulnge 
ond fishbing with esch other for individual supremacy Leading 
ultimately to the suryivel of the fittest. One of the oldest 

end mich relished chiildven’s play ie ‘Nanny Copalat! of E.V. 
Fustappae The charming ploy plotured in elmaple and affectionate 
sevéings, the glowing noral that pure devotion would alwaya 

bring the God to one's om threshold. The play nas been intensely 
euotionel ond is pleyed by childyven in their gatherings even to s 
thay days Hodarmona emma, enother play of Sri Putteanpa is - 
equally popular with the children of Mysore. It desis with 

oO Gisud persuading a little boy ta stay back at home with 
his mother. Several short end charming moval playe of Hoystils 
idee "Kalle Sulla Melio', ‘Agilina Magealu', "Mamet cond ’¥etasi! 
peevided rich entertictament to children. Among meny ar other 
notable ploy that provided pictures otf ebila'e life in ive 
different shades and at the sane time aimed at ontertsining 
ond edugeting the children, mentioa may be made of 'Ammot and 
‘Rebarma Fatha! of Reivar Rajerao, 'Sommine Sagayal of ee 
Saéeskiviah md ‘Sullina solu} of Penduvanrarao. ALL $hie/too 
neaswe vic doubt, but as least they have ovened the eves of 
the society to the necdo of tho Children's Theatre. Chece is 


ALO 


1 Printed in 1926. 
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a ney conseLousness of the duty and ocrvice to the children. 
childvents films - {lime of essentiel interest to chil dren - 
are nouy being made in Inding Children's festivals are being 
conducted on a nationewide oceale,; exXtra<-curricvlar activity 
has bean wecomniaed sa part of juvenile education = anc it is 
but netuyel that every town and village takes up the cueation 
of the theatre for the children. It is for the benefit of the 
village itself, the children and also the arts and culture of 
the Lond, because the seeda of fine arts sown in the child's 
heart is in the iberest of beth the child and the art. 


Bho Amateur stage of Karmatsk seems 
to have justified itself by ivifilling its specific purpose of 
catering to a section of the soclety which was tired of the 
prozessioanl plays. It sade om effort to bring down the drana 
nearer to live to dvelt amons men and women. It moved to mske 
the drome ‘en inetrugent of national regeneration! displacing 
4% from the position of ‘sn amusement of an idle hour'. The 
Anateux stage did ercate the new play ~ ‘the Play of Ideas’? ~ 
whieh was fav different from the eotabllished drama that had 
Zived too long on epic heizhts end romavtic mustey it a4 
retionalise the production to a considerable extent i: pursuit 
of realioms; it did act as a tincly scourge on a social odd 
ov evils it did conduct successful experiments in ney dranetic 
foms and theatrical mhoumansivip? it ai@ encourage the talented 
to take to the stage as a hobby and did brave a new path, 
demuherial of the taste of the audienceas. | 
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It ‘has echLlevements to ite oredit, but to-day, it looks 
that the Amateur desna cen not claim to be cepable of serving 
49 abl tastes for 14 Giorcgarded the very spectacular tron 
the viguel art of uke ghasey 16 did not olwaya bother about a 
wholesonce themes 2% could not claim perfection in ita 
portrayalas it covld not command its artists to order when 
they seemed to treat it vith a ight-heartednesay which vas 
an insult cven to a bobby. The Amateur stage started with 
indifierence if not contempt to the popular taste and naturall;, 
it cane to be treated with ‘the seme indifference by the cenmen 


peoples 


Suvely, the Aneteur etase has not outlived ite utiliur 
but oxltiloiaas gradaally gained weight against it. It uae in 
order te make it morc indlucn tials more entertaining and more 
educative that whet it has been. froupes, artists end play~ 
urights of the Amateur stage need to pay heed te the feclings 
of the tine im order to keep the Amateur theatre stable 
end usetul. 


Ghe strength end stability of the Anoteur stage depends 
ROLE upon Lts organised troupes rather then on the college 
end high school nietfome which ore too unsteady and 
impermanent to effect any progress. A well organised md 
rerited troupe conlé become = potential influence on the 
society, and the strength of such a troupe is in its artist. 
fhe artist uill have Go sacrivice bis eso for the sake of his 
tear end see to 16 that he melkec vay to the more talented 


colleagues; ond the latter, instead of revelling in persenal 
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‘trilunph must train up the less talented artist by previding 
opportunities. ‘the Amateuy troupe draws ite etrength fron the 
heziony among lig members. The stage need not depenc on 

the brillioice of an artist for perhaps the play provides 
hothing brillioit for hia te perfoma. The past of th: amateur 
Gheotre yworna sgainct e 'brilieint artist’ who alweye dreve the 
“zcupe ta the deuger of revolving sround an individual. Se¢ondl., 
the Anateur eetiot will have to treat the stage with gore 
serioumess with rogasd to rehearsals, make up, stage cettings, 
and bis own cowtribation to the total impression. He shouléa 
cease to ain at eheay poprlar applause but think of art 

aig beauty in his portrayals. May be he is an ‘amatenr' artiat, 
but gill, as many mi “aglieh ematcur actor, he can, with 
determination and abfort gone to stend as a symbol of the 


peztection of the thcatrical art of a region. 


The modern playwrieht who supplies the Zife blood to the 
Anateus stege haa a roaponeibilaty to its longevity. Ue has been 
brilliant indced but does not seem to be substantial aid loneg~ 
stending, Tho modem pley hag come to be ermitiel sed ac havincg 
narroved down the scene for theatrical showmanship. I5 is 
often too topical to live Long and because of its Lacking in 
the clement of universality the play breaks like a bubale 
Meny 9 play including those of Ksilasam written in spoben 
aiaieet caters but to a particular area unlike even the 
profassional play which was received well im every pari of 
the Zamada laids The modem play of ideas, thus seeme to heve 


limited its scone md to have lost a cemsiderable measure of ite 
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theatrical strmgth for it caters tu} to a small seetkion- 
the intelligent section- of the society of a particular 


BFeH -s 


fhis state of atfelra shoriid make the modarn playwright 
yecongider his position, for hia play seems to hayé Jest the 
fuppors of the people as it cbarted with indifference te their 
taste. And it has proved to be too thin even to the elite, 
for yhow, it waa wrocloimed te be meant. Fhe elite tcok te 
the flim rether then to the Amateur Stafe~ to enjoy c more 
wholesome entertainment with the same old music and canes, 
Sods, demona and sainta. The nodern play seema to be severely 
left alone both by the mass od the elite. The reasor is perhaps 
that i$ did not toueh the basic primeval fundamental things in 
homen mature tit wae content dealing with the probleas of day 
to day life. Every long lived drama, with sll ite endity in 
its form gave proaincnce ts "the strong passions, the soaring 
idcalism, the fsith in ments Lofty stature end his pwoximity 
to the @ods of the upper air aud the bewildering mixture of the 
serioug oné ludicrous". It is these that make the very life 
maid accoums for the theetrical stroagth of svext masters like 
Kalidasa, Shakespeare, Acschyius md Sophocles. thelr plnya, 
even ae great artistic ezeations counted foe their strenzth 
and lougevity, on popndor support. The profeesional stage ~ 
helieved im popular supvort md catered to ite tagte,but it 
Zooks that the amateur otage hes lost more than gaired in 
ate purguit for vealicn. The modern playwright hae te teke 
stocks of thé situation ond must make efforts to'get back 
again to higher altitudes’. 
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4AG Least in the lmuedlate present it looks thet the 
future of the drama of Farmmatak depends on Amateur theatricals 
until sich a time'vhen Uhe professional theatre of a bigger 
ordex cories into being’. The Améibeur stege, therefore, seeds 
fo consolidate itself. Imgtead of being ‘incidental’ aaa 
part of Feativala, Association amusals oid College gatherings; 
it has to sequire more strength and attain a higher statue 
ty providing vhele some entertainments. It has to revise the 
false notion cf cateriig only to. the classes md showld try 


to find the source of tis stramgth im popular suppert. 
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PROSPECE. 

It is said that it is not a healthy condition of mind to 
glue itself to the pages of the past deeds and past glories. 
The progress is in LOOKING AROUND end LOOKING AHEAD. Yet a 
look back now and then may be necessary to assure one sel 


that the life line is intact. 


Such an occasional look back yould reveal that the 
theatre of the Kannada Land could be accounted for a thousand 
years from nowe It must have flourished in the ancient past 
in tyo branches, one catering to the common people and the 
other to the leamed audiences of the court. It is pessitle 
that the former developed the pure native (Deshi) mode of 
entertainment while the latter accepted aid staged the all 
pervading Sanskrit Prose drama and sometimes, its translatiom. 
Im addition, the court developed a particular type of Dence- 
dzama resembling the moder Kathskkali; a Tance drama that 
resulted perhaps out of the intimate contact with the Deshi' 
entertainment of the comzon people. The particular mode of the 
people's enter#inment seems to have saved its soul through 
the times in spite of exterior alterations to form the folk 
theatre of the recent tines. The recent Folk Theatre manifested 
in different theatrical modesmd the typiml of then, Yaksha- 
gane and Doddata inspired into cxistence the Professional 
theatre of both Maharastra and Kamatak. The Professional 
theatre did lead a life of colour amd pomp and contributed 
te bring about the professional theatres of Andhra and Tanil-~ 
nad. Later,when a Literary revolt swept over the coimtry, the 


professional theatre came to be dubbed ‘out-moded’ by the 
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*progressive minded people? who taok to the new secial drama 
of ideas which was méant to pleture life as life and not av 
droma. In the 1940s, the Farnatek theatre ssemad to be at 
exoss woye~+ depending on new scuxeces of etrength for self 
guetenence. In accordante with the tendencies of th: tame 
md tagte, the theatrical emphasis changed fron phase to phage. 
TZ the emphagis has been on the grandeur of portrayal in the 
folk stage, 14 is on the telentea of the actor in the Psofe- 
ssional gtoge end the potentielities of the playwxiget in 
the Ameterxs stage. All the three phases of t! e Karnatak 
theatre have bea Living bogether side by side, each eatering 
to its own apscific audionces. 


faking a Look back asain into the most recent past,one 
beholés daric dayo on the Kannada theatre in the decase that 
preceded the Indian Independence; may be, it was the dnrknesa 
before the dawm. The Folk theatre was imgored as crede and 
monotonous, the Professivmnal theatre locked sapped ort and the 
Amateur ‘theatre vaso not treated with due regard though it 
tireLeasiy stased social plays at every Gathering ant Meeting 
on almost every ¢vening. The thertre scemed te have Loot ita 
soll, md yet thé country vas not wanting in forceful playwrights, 
talented stage artistc, sympathetic erltics or resporsive « 
audioiee. Each one of then blamed the other Like ~"fre producer 
1s° grecdy, the acter selfish, the critic indifferent, the 
audience ignoramt aid every one of them suffers fror ero and 


1 


jJenlousy".° It Zooked ag if the rejuvenation .. the thestre 


Se emaecenek aed 
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wor fax too boyond the countryts fertunes. The society Lonked 
bowed with the cecmingly diseased amid ansenie patient of the 
theatre, the then Government ignored it md the aetor croaned 


under the heaviness ag if under aq desd weight. 


Ié ig the Indien Independence thet brought considerable 
yareth and nev iight end the theatre does nut look ao desperate 
toaday. After tearing the shackles of forelmm condase, every 
resion of the country seemc to have mustered up iis stranegth 
for prascryving ond Fostering ite ow ert and culture,- 10 
present in all its ricimess, the Indien diversity in unity. 
Ahe Governmemt aleo have extended the hand: of ¢eo-oparacion 
to Litt up the theatre from the abyss. AS never before, the 
Central and Stete Governments openly came forward by oreatine 
the Senge ond Drama Unit on Governmental level, hy arrenging 
Regional Drane Competitions and the Youth Festival, which 
have alerted the consuience of the Professional and Amateur 
theatres all over the countzy, and encourageleach rezion to 
put fosuard ite best agrt-form of the theatre vying with the 
othera. This naturally should ghakte up the theatre of ite 
ioad of dust. State Govoxrmacntsa, particularly eof Bombay, have 
cone forvard wlth plone of building Play~houses - mostly 
open ais theatres wherever fLeasible- +4 in important cities , 
and the Saunedea theatre is bamd to benefit by thie The 
Goverment of Tombay have extended financial srants te reca- 
@nised troupce~-} mostly ansteuy troupes< in difverent cities 
to notivate them into theatrical actavity in rural sreas. I+ 
is laudable again, that the playwright is given a fillip by 


tke conpetitions arrencged by the State aud Central Governments, 
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fhne, o look around brings the Light of hape inte the 


eves of the thentre because of the determination of the 
Adminiotration te zesurrect the felien art. It ia neeessary 
that the three formidable bravohes of the theatre~ n2eé to 

be deslt with ontirely on different footings when extending 
the mich needed suprort; for eack one of them fulfils its 

ow purpose arid the three together make up the theatse of 
Kerngtak, A word may be epeeially said about the Pretegyicnal 
theatre whieh can vet rauain the most vital of art-iustitetiona 
if reviyed and rejuvenated. It is the professicnal troupe that 
dediogieits entire life to the cause of the atega. It lives 
both in the village ond the eity~ interpreting one ts the 
other. It pleads for not plecing it on the same foovingsa with 
the uelifed cinema with regerd to the entertainment sax. The 
Adginistration vhich is interested in reviving the tkeatre 

at ell efforts and expemditure mney respond as well, i5 this 
desperate ery of the profecsionel stage. 


looking sheed with the lights of hope in its evar, the 
professionel stage pleads for clevatias the sconomics condition 
of its actor. It is bo sore than others thet alavea for the 
stage to intexpret the apts ond culture of the land to the 
present gencration, aid to bring the joys of life ts the 
soolety. It is unifortonsts that the, has alvays rualined 
uncared For. He has no fired income ta live on; he tas no 
aeourity of servies and in fact, he is not treated with aur 
consideration. What of the average acter when great tasters 
iike Varadachar, Peer ond even Gavud ended their day3 in 
poverty aid hunger ! He is not paid sufficiently, he em 
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121 afford a comfortable family life and it is perhacs 
true, thc saying, that an acter is an actor beeauce se le 
witit Yor any other profeseion 1 It is the immediate 
regponaibility of the Stete and society to stabliiae his 
position, preseribe hig income, schedule his hours o> werk 


end thua, tore up his health end broaden bie outledk 


ho economie condition of the pleyyuright ig nol a whit 
better than that of the acter. Of course, 1% is ditiienlt to 
fing a playwright the Le no’ something elee ie aeoteanis 
because he could not live Lf ever he depended entirely on 
the agtece. Hsturnlly, he eamot direct all his interest and 
gnergy towards writing for the stage which does not cay him. 
Memy on individual who nae considerable dramatic in him and 
theatriesd insient, forceful Imguags and mastery in the 
technighe of enpioyius ideas ami vords cheeses to wrte a 
novel or even a short. story than « stege drama, for, the 
fomier ear: money for bin. The pleywrieht, at best has to 
hang om dongeroudiy to the professional troupes, ~ themaelves 
impoverighcd- Yor carming his living. He is the interpretor 
of the courény'o art and cultures he, with his playa is te 
anfuse the neople into nev experiences end bring the joya of 
the theatre to than: be is te move the neople into setion ma 
guide the soalety in tha proper path, bit he is just net cared 
for by the society, mot wlth say deliberation but wish 5 costly 
indiftermnea. The society should soon find thea substitute fer 
the royal patronage under the safe wings of which he wrote in 
the part, playe vortigs of the country. 
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The society hac yet to realise that the actor is a part 
. of its ow self and stor treating him as a foreign element 
md jeering at hs helpless condition.' on the other hed, 
it has to change its outlook towards him and his profession 
to add up strength to me of its owi lumbs, the stage. It 
‘has to realise that a sound and healthy theatre brings lustre 
to the ‘society itself ond a new vision to its eyes. Spenking 
from a practical point of view, 21% every member of the ~ 
society determines to resurrect his colleague amd determines 
to witness the professionsl play but once in the season, 
paying for it, the economic condition of the theatre should 
improve considerably, and the spectator will have ast lost 
but gained in the bareain. 


The Eannada country has to DOOK aROUND, ‘The vrofess- 
ional stage of the very seighbouring Maharastra nas not 
remained in the condition of its counterpart in Kamatak. 

It nas picked. up in splte of the Film and the naw play. The 
success is owing so geyeral factors, the prominent of which 
is the people's owa interost, for, they OW their theatre 
with a pride end recogmise iv as a potent institution of the 
regions art and culture. Both the Press and the critic are 
very much alive'to vhe theatre. Secundly, the stage is 
infused with a new look every year by the stageerlays written 
in wesponse to she annual offering of a go0d prise in money 
(2s, 1,200/-) to the best piece of Literary work produced in 
the year. Thirdly, the Drama Fegiivals conducted in Bombay 
bring to the stage, scores of pleys = old and acw ~ produced 
by troupes drawa from all over the region. While providing a 
feast of talent to the society, the Drama Festivel adds to 
the strength of the singe. Another noteworthy achievement 

ef the Festivals is in its heving narrowed down the distenée 


1. D.R.Bendre: tJeevan, Kala ani Hatya’. (Marathi). 'Saitiya'— 
AUB e 5 1948.pD. 17-30. 
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betyana the stage und the serecn, aimost reminding sf the 
olose soegnerebion folyeen thew in the weet and particularly 
in Engleid. After all, it is the stage that eupplies the 
gcrcen wiih the playwighs, the actor and the mugician, and 
ia fact, it la the stage that can be more llving with fleah 
aml blood then the shadowe of the sereen. A co-operation 
between then strengthens both while the lack of il weaxas 
only the gbege. Enmoving inis, the Marathi stage hes sear 
$o it thes every noted scree: actor and actress renaing bhe 
aybtign of the stage also, particularly in the annual Festi- 
valle | Agsists theaselves ecageriy avail of the opportunity 
of appearing cn the sunge for it brings then the immense joy 
of a Glrect contact with the people wke edore and honour 
theiz talent. 


fnis type of @ beacficial intercourse between the 
gybace ond the aGrcen is of particular significance to 
Xarnoteak whore every artist secms to treat the gtage aa a 
platios: for his baele training whieh qualifies hir for 
the sereen. And when ce becomes a screen-artirt nerchance, 
he seems to have nolling oet indifference to the stare. The 
stare ia not below tie digiiigy of the screen artist. The 
revolytbien made by tho stage in contemcorary times ander 
the guidance of Prithviral Kanpor, the leader of /Pritpyi 
Gheatyece om auciour troupe for that matter~ clearly indi~ 
cated Gast ec telewicd o24 imgemimeus griiat ean always mace 
the stage more attractive and powerful than even the soreen. 
The Kannada lend Bee yet us wait cor o savant like Pritnvira; 
eho can be inditferert to the coreen in preferenee te the 
atage, all too rotionalir. 


eS 


fhe social end cibtural dg etitutions of the Yannates 
Zend sho.ld exert theusclives to bridge the distance - 
bevuyean the steze and the screen 


4 26 io tese that Deoue Contercmecs were crganised oreviougly 
in Ramtatak starting dcom 7929 ot Tharwar and later at 
Bongalore, Navaigund and telleary. It has net been an annual 
afinivr, nor has Lt bec om a region-w.de egcenle and the seréen 
artiot is for avay frou it. 
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fhe society con further sive on impetus te the clasciesl 
drema in the interest of finding a place for it by srrenging 
doniversaries oF the countzy's noted playwrights and artista~ 
who daserve ag lofty a place as the leaders and politicians, 
fox the forex also sigve for the country's joy md culture 
advencenast. Anniversarics of playwrights like Shentekavi 

and Pasnveppa Shastri and arbists like Varedachar and “andi-~ 
enue wlll bring back theie owt plave and thelr ow roles on 
She atage agains they Eving the facts of their lives to 


Zight arain od tone up the theatre of the resion. 


Ié is true that there is 1 need fa on influential, and 
vepresentative central institution to guide all these acti~ 
VWitias in the cause of the theatre, to ining about a nearer 
home conscLlougmens among the people of thelr theatre and 
thelr duty to it. ho elms of the Tudien National Theatre md 
she Theatre Gentres ore the sane. But what ever be the uname, 
it is after all the people thet orovide the necessary strength 
“9 such inotitutioas, when they unmge for 44 in the interest 
of the avb of the courtry, they ave sure to get it, for that 
is the vogue in a democratic country. what may seem a niraele 
will surely materialise when the people ponder over it and 
the neod now is to moke the people ponder over it. This is 
’o be donc by determined individuals be it an artiat, a play~ 


wrieht, a sivilien of a servant of the State. 


Eduestional eid Cultural Institutions ove an obligation 
to the theatre for ‘hae benefit af the art aid culture of tha 


countsy with viich they ave so intimately connected. Their 
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sexyilee to the theatre could as well be a part of their 


work. It is true that Institutions like the Vidya VYardhata 
Sangha, Eomada Soivitya Parishat and the verioua Yametaka 
Senghag have put in a considerable effort in the cause of 
the theatre. Their service is all the more preeious NeW, 

at a tine when there is the opportunity for the theatre to 
stabiiise itself? oa accumt of the suimortin:, hend of tha 
Cayermment end the rew tongciente <indled beth in the society 
and the erbtist. Edvectsonal institurions are to take the 
initiative in ploacins the warthy art of the theatre on a 
pefittine pedestel., ‘the theory. and prectice of drama ie ¢ 
substomtial subject of academic interest ard auch a atudy 

' mney inepire the anbitious to toke to the gtage. The Universiir 
of Mysore has msbituked a Chair ger the study of Dramaturgy 
this siving ao foraal status of dienity ta one of the most 


yorthy of the country's arts. 


fhe cultural institutions end Universities of rarnetat: 
need to preserve the story of the theatre by collecting and 
publishing plays ani oiher precious material including bio-~ 
etephies of eminent pieyerights, artists and producers. it 
will be om academic service to the literature of the region, 
They heave to build up a Museum of the relies of the Rarnatak 
Theatre congloving of accipts and tangible remaing; they should 
have Reeearch Roome to conduct experiments in the art of 
colouring, costumes and lighting, They shouid have libraries 
with the letest heolke on dramatic worke of the world. All 
thia will. bring 9 @ea.d pieture of the great diversity in the 
unity of the theatres a grand picture that trains the artist 
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in the individual. 


Shis brings about another much discussed point as to 
vuhother there is a reni need for training im the act. It is 
presumed thet an artist ig BORN od SOQ? MADE, and the thestre 
3£ a country depends on its luck, It is seid thet “ne art 
of agting is not for academics for, the actor's University 
is the worlds but treatises end rules mist be made for at 
Least the ayerese capatiby, though not for the excewtional. 
Even the Conservataire of Fraice or the Royal Academy, of 
Dramatic Art of Sngleud docs not sive genius to thc se who 
have it not, tut they teach the art of employing cre’s 
natural gifta, the conscience of diction, the uge -f£ sesture, 
control snd development of voice eid penetration irte the 
psychology of a persovege end of a part. As Bir Lolan Tree 
said " you camnot conmunicate to s flower the séeret of 

existence; you Gannot teach a plent to grow: bul the 
caretul gordener =v by fomtering it, by tending it 
end treiving it, by plucking up the choking wecds, 
by lopoing up cuparfleous branches, enables 14 to 
develop healthy, to flover in perfect beauts. snd 
to bring forth fruit in dve season. So we stall hore 
by means of the School to train the student, to pluck 
out the dangerous wecds of trickery which & set hin, 
to lop of auperfiuous branches of conventior, so that 
4n due time the netuxve within him aay bless forth 
end come to fruition." Such training may morke the 
young man come if not firct, Lirot in the line. Every pro- 
feasion calls for study and preserbes training and the art 
oe? the theatre, Gelicate sc it ie , certainly needs euch 
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training and the Kamiada country has te contemplate on an 
Acadeny of Dranatia Art. Thertvical enthusiasts of bengelore 
are mowing in the nebter. 


The theatre of Earmmatek looke ahead to such external 
support, the fruit of en all round co-operation between the 
State, the society and the tducetional end Culturel inati- 
tutions. Its internal strength is to be provided kr the 
artist, thepLayuright, the producer and the eritic. Its 
Slory and the country's benefit depends on those vhe are 
so divectly connected with it. They have to heed to the 
vornings of the tine. 


the professional troupe itself will heve to rise in 
stature befitting the nobility and the sacredness of the 
protession. Ag Shaw eaid, " the Theetre like e Churek is 
a place whera people congregate together. If one could not 
got the p&ople to learn the noblest lessons of lite in - 
Ghurehy you must give then a Theatre in which they could 
eam theag Lessons." Fo fulfil this great idenl, the 
theatre necds gtabllityv, a stability that depends on a 
consolidation of the nrofecsional troupes. The troupes will 
have to organise themgelyes into a potent strength in order 
to give bettey service to the country. Democracy hag taught 
the individuel that bie strength ie in his union with other 
individuals. Artists of Karnatch, playwrights and orcdugera 
Will have to cone together and galvenise thenselves inte « 
single beneficial orgmisation. Through such a unity. the art 
gains strengths 1% stabilises the position of the artist and 
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disciplines bis living. The strength of the organisstion 
will be immense when it convinces the country of its sacred 


CaSO. 


Apart from the central organisation, aach troune, by 
itself will have to beceme om organic unit sad not hang om 
to aa individual artist or playwright. It wil] certeinly 
have to CARE for the taste of the people its patrons, 
though not CAPER to 1b all too resdily. Once the harmonious 
reletion is established with the people on a fim footing, te 
theatre can GJIDE the popular taste an@ teach it to distingu-~ 


ish the worthy from the unworthy: 


The Theatre, paréicularly the professional theotre tas 
now to conyinec the country of ite efforts to move further 
trom yhere it stopped decades aro, It HAS to become awore of 
the theatrical amenities aid technical devicea provided by 
the west ond avail itaclf of them, for it is a imitetion 
abd roe worthy for self advancoment. The theatre ecn ww all 
meange respect the encient phey but not the antiquated methods 


of portrayal. 


Now, in the year 71954, it is to be admittead- the 
bitter reality, ~- thal the Sannoda Land has not got a 
playhouse worthy of Lito neme, let alone a fully ewi ped 
stage with a revolving oy wagon stage-devyice. It is a fact 
that by 1911, London alone had 67 imposing and tarteful 
play~houses end tha united Kingdom had a total number of 
738 of thom aport from 311 Music Halls. Nearly 46 thousand 
people ecamed their living from the stage. Inglend apent 
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every year well more than £ 25 million on entertainments. | 


.fhis is but an example of the importance given to the theatre 
by a civilised country. The play-house itself is to he made 
a worthy hall for the audience to sit md enjoy the perfcr~ 
tance, This is apart from providing comfortable sreen-roons, 
Lounge aid ready setiings and scenery. If the film could 
achieve tastexul and confortable showing Houses, the stage 
can also do it. @he beautiful art of the theatre deserves 

and demands a tasteful showing place if it really hae to 


‘impress as ‘beautiful’. 


Phe playwright, od it is he thet CREATES the thea- 
trical art and the artist in one sense. It is profitable 
for him and the art if he is in close touch with the pulse 
of the people. He will experiment on new themes and modes 
indeed, but not at the cost of the extent modes and manners. 
Ne vill strive harder to moke the play "fhe Fhing" ac ~ 
Shakespeare put it. With consideration he brings beauty 
and force to the art when his approach is gentle, devistion 


is convineing and his creation is sustaining. 


It is true that thc NEW THEATRE before the mental eye 
is glamorous, but it can not be said that it stops within 
the realm of an ideal dream-land. It can materialise when 
there is on all round effort and sacrifice om the rar; of 
all thet care for the art,- the State, the society, the 


i 
pees 


1 Paper by M.V.Iskwara Iycr, on "The Stage es a Potent 
Factor" read in the II Drama Conference convened by 
the A.D.Ae in 1921. Reporte. 
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cultural end educational inetitutiors. the troupe sztacli, 
the individual artict, the sritie and the playwright. Such 
@ GoeOpeirative effori ylll recreote uke grerct institution 
of thectrical ert and varticulerly tre profersionc?2 ataze 
vhich nakses the bole of the thentre and stds anicue to 
Snteroret the culture md art of the réevion. it links the 
vWillege with the city and contriretes considerably in neking 
the theatre a potent factor in the schene of NATIO AL FCAT UN. 
What te beings pleaded for 16 already achiever is ower covntri- 
as end quite vicibly,- even ig other feniens of Indic Like 
Bengal and Maharastra. fhe Kenmiada land hia te love around, 
has to Look ahead al least now end recreate ive thentres 
a: theatre worthy of isa ypaet and worthy of the glorious 
art and culture of the region; a ° theatre that guides the 


soeclety, exhilerates the ariist and ennobles the apectator. 
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